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Introduction -

Introduction

In November of 1975, the National Council on the .Afrts
approved the first program budget for the Arts Endow-
ment's Research:Dfvision. It was anticipated that
research activities would be disseminated and re- .
viewed in a variety of formats 1nc.ld1ng conferences
and workshops.
In December of 1977, the Walters,Art Gallery,

under ,a grant from the Endowment and with the coop-

. eration of The Johns Hopkins University Center for

-

. has heretofore been appreciated.

~

Q

Rl

Metropo%itan Planning and Research, sponsored-
Research in the Arts: A Conference on Policy

Related Studies of, the National Endowment for.the =

Arts. The ¢onference provided arts researchers, ad-
ministrators, and working artists with an opportunity
to evaluate and inform the Endowment's Research
agenda and to take stock of the emerging interdisci-
plinary field of art$§ research.

This report contains the conference proceedings.
Papers are presented on 19 research projects funded
by the Research Division of the Arts Endowment and
one study funded by the National Science Foundation.
Summaries are presented of conference workshops de-
voted to reviewing these projects. Taken as a whole,
thesé stgdies comprise a major component of current
policy mesearch on American artistic and cultural
institutions, audiences, and artists and craftsmen.

The research presented in this volume is'impor-
tant for severa! reasons. Some of the projects

- sought to evaluate the quality, availahility and

comparability of available data on institutions,
audiences, and various occupations in the arts.

These provide an important stock-taking of currently
available data on the.arts and review a var1ety of
issues involved in improving the pregent situation.

Several of the studies shed new llght on pre-
viously accepted truths. For example, it has become
a commonplace that the performing arts are beset by-
congenital "cost-disease'" assuring -an ever growing
reliance on non-box office revenue. This diagnosis
was made over_a decade ago by Baumol and Bowen in
their classic study Performing Arts: The Economic
Dilemma.

Research presented at the conference on the more
recent experiences of the performing arts suggests
that these institutions are more adaptable and re-
sourceful than might have been expected.. It has
turned out that there may be more room foi economizing
than first supposed; marketing and management strate-
gies have spread fixed costs and incréased ticket
income, and contributions have risen dramaticadly.

The .data point out the«complex economic environment
within which the arts function and .suggest that some
aspects may be mbre in the control of the arts than
In this vein, one
study has identified managémefit tools similar to
those available in other industries that are equally
applicable to the arts, while another project sug-
gests that by altering their marketing strategies,
arts injstitutions can s1gn1f1cant1y increase use by
marginal attenders.

Other studies have advanced
the fundamental roles played by
of the comminity, .Projects are
on the economic effects of arts institutions on their
local commuhltles, on the range of human needs met-
by participation in art1st1c and cultural activities,

our understanding of
the arts in the life
included that focus

v
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. of the conference.

"Editor's Note:
. the conference dre included ‘in this proceedings, the

and on the extent to which young Americans have devel-
oped creative and appreciative abilities in the arts.

Through papers and workshops, the conference also
sought to illuminate the relationship between arts
research and policy development. The proceedings
provide insights from the point of view of all par-
ticipants; the researcher, the decision maker, arts
agency staff and working artists and administrators.

The Endowment sponsored research presented at this
conference would constitute a major advance if only
because it confirms that the arts are ''researchable'--
.that the methods of analysis, prediction, and explan-
atior applicable to other fields apply also to the
arts. We can expect that research of the sort re-
ported in this volume will be increasingly -important
to the development and evaluation of public policy
toward the arts.

A number of persons contributed to the development:
Edward P. McCracken, Administra-
tive Officer, the Walters Art Gallery, coordinated
physical arrangements, conference registration and re-
lated conference elements. David Cwi of the Johns
Hopkins University Center for Metropolitan Planning
and Research was responsible for the program and pro-
ceedings; and Harold Horowitz, Director, Research
Division, the Nationak.Endowment for. the Arts, facili-
tated the involvement of Endowment sponsored research-
ers as well as researchers from other countries.

A number of other persons who ought to be ac-
nowledged are cited on the inside cover of this
volume. Special thanks are due the several persons
who chaired morning sessions or moderated afternoon
workshops. Morning sessions were chaired by

Eleanor K. Hutzler, Chairman of the Board of Trustees,
Maryland.Institute College of Art; Richard Sheldon,

~The Ford Foundation; and James L. Burgess, Cha1rman,

the Maryland State Arts Council. Workshops wére
moderated by Herbert B. Cahan, Secretary, Maryland
State ‘Department of E¢onomic and Community Development
Hugh Southern, Executive Director, Theatre Development
Fund; Steve Benedict, The National Endowment for the
Arts, Philip 'S. Jessup, 11, the William H Donner
Foundation; and Elliot W. 'Galkin, Director, Peabody
Conservatory, Peabody Institute of The Johns Hopkins
University. .

In connection with the preparation of the »
Proceedings volume, tlie editor would like to express
special thanks to Tom Bradshaw of, the Endowment's
Research Division, and to D v&d Greytak of Syracuse
University for serving as porters for several work-
shops; to Louie Fringer of*The Johns Hopkins Univer-
sity for proofing copy and otherwise correcting the
editor; and especially to Victoria Carter who endured
the task of+typing various drafts as well as corre-
spondence with the authors.

* * *

While all the papers presented at

editor with the understanding and cooperation of the
authors found it necessary to edit all papers due to
the immense amount of information presented. In many
cases, complete reports on these projects are avail-
able from either the authors ox the Research Division
of the Arts Endowment.
- ' David Cwi

. . Baltimore, 1978
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Symposium on Governmental Arts Research in Other Countries L, ‘ 7
Symposium on
: Governmental Arts Research ' :
P - . " in Other Countries ' .
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Moderated by Jack C. Fisher, DerCtOP, The Johns
Hopkins University, Center for Metropolitan Planning’
and Research, this symposium was an informal addition
to the.conference made possible after officials in
charge of arts research in several countries indicated
that they planned to attend.- The informal symposium
was devoted to reviewing the governmental arts re-
search programs for which these foreign conferees were
responsible. The officials attending the conference
were Robert Hutchlson, Senior Research and- Information
Officer, Arts Council of Great Britain; Yvon Ferland,
Assistant Director for Cultural Statistics, Stgtistics
Canada;, J.R. Thera, Director, Research and Statistics
“ -Directorate, Secretary of State, Canada; Andre Garon,
© Ministry of Cultural “Affairs, Quebec, Canada; and
Augustin Girard, Head, The Studies and Research Depart-
ment, Office of the Secretary of State for Culture,
France.

Robert Mayer, Executive Director, The New York
‘State Council on the Arts, and -P. David Searles, Deputy
Chairman for Policy and Planning, The National Endow-
ment for the Arts;'joined the panel to lend an American
perspective from the standpoint of the sta*e and
federal levels. .

As noted, three of the panelists were from the
Dominion of Canada. Mr. Garon indicated that he had
been recently appointed to a newly created position,
and reflected on the organization of the research
function within the Mimistry of Cultural Affairs,
Quebec. He indicated the special concerns of his prov-
ince to further its cultural repources and idemtity.

. Mr. Ferland emphasized that the basic task of his
department was the development of appropriate statis-
tics on Canada's cultural life. In this regard, the
primary task was to identify: the range and magnitude
of current activities with respect to production,
distribution, and consumption. He ,cited as one exam-
ple the field of publishing, in which it would be
important, to know not only the numbers of writers
.. ‘and publishers, but also facts about the sale cnd

use of boaks by Canadians. Similar data sets are

being generated for other media and art forms. Dr.

Ferland empha51zed~that in Canada the task of assem—h

bling statistics is separate from policy, which he

referred to as the addition to separate agencies, he-
cause political and policy analysis are considered to

. be the responsibility of the decision-maker, not the
ressarcher. .

£
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“Mr. Thera related several factors that may com-
licate the arts resecarch agenda in Canada as compared
to the United States. The population in Canada is
much smallér, with a large immigrant component.  Cul-
tural life is dominated by American products in a
country which had no natural identity and is divided
by the use of French and English. Further, unlike
the United Statcs, there is no established tradition
of private and corporate arts support. Mr. Thera
noted that research was inseparable from policy in
that argumehts about policy often hinge on disagree-
ment concerning the facts.  lle indicated that the -
broad ohjectives of the rescarch effort in his
agency are to identify and understand the relation-
ship that obtain between all segments of the arts
community so as to be in a position to also identify
the .points at which governmient could make a contri-
bution to good eftect.:

Mr. Girard's presentation dealt at length with the
practical issues associated with tne integration of
the research and decision-making or planning func-.
tions. Of primary concern was the problem e commmn-
ications between vescarchers and decision- makerss -
Mr. Girard suggested that the two communities néither
used their time in the same way nor spoke the same

. language.

The rescarcher cannot be hurried in that a $eér-

ious research effort requires at least 12, and -

usually, 18 months, with an additional 6 months de- .
‘voted to publication of the findings.-* The researcher

is primarily interested in the development and test-

ing of hypotheses with the goal of developing a

piece of work that will be well reviewed by his peers.

The researcher's mileu involves the 01gan1zat10n of

conccpts and findings with the 'research communlty R
in mind, while the decision- maker is in a- hurry, in :
that dec151ons must be made within two to six months. i
In addition, 'the deebsion-maker is under pressures

foreign.to the rescarcher. The decision-maker may
_not be trained as a scientist and conscquently,.willq : ' ¥
not be able to deal with the researcher's work in its |
own terms, inasmuch as reecarch is cast in, the lang- |
upge .of “science and builds on past theorics ‘and *
findings. More importantly, research is usually de~
veloped without government's decision-making nceds
in mind and, consequently, is not focused so as to’
make clear its relevance to decision-making. The




Sympeésitim on Governmental Arts Research in Other Countries

e

situation®is furthér complicated by the fact that re-

scarchers and decision-makers rarcly meet.
Mr. Hutchison® reported that the Arts Council of
Great Britain would shprtly emyark upon a research

program that would

Tie development of

1)

2)

3)

4)

€us on four-brouad areas:
Provision of ‘up-to-date statistics and other
information to inform decisions on financial
prlolltles \ oas

A continuous pldn of thoxough progvam eval-
wation; .

Rescarch on perennial questions of arts
poliey; and

Rescarch to illuminate new policy issues.

A ficant .increase in appropriations for research,
with researvch priorities developed after consulta-

tion with the Arts Cpuneil's

teen.,
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. main panels and ‘commit-
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this program would require a sig-

Mr. 3cardes, representing The National Endowment
for the Arts, called attention to the fact that the!

Arts Endowment is- irgended to be "junior partner'" in
Carts funding, and that it is basicdlly concerned. with

the professional arts community. Special research
questions of interest include what, wherc and how
does the public participate in the arts? What sort
of programs should a federal agency like the Arts
Endowment adopt to foster quality artistic actiwvities?
How do we detcrmine .the sociul and cconomic impact

“of the arts and their rolc in the promotion of non-

cultura) objectives?

Mr. Mayer representing the perspectlve of state s
arts councils, emphasized the need for research into
the publlc s .actual needs and desires with respect
to 11tlstxc fare in addition to rescarch on current
institutional forms and their nceds ard programs.

kY
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L . Develop‘mg Research _ -
Ny : o on the . .
» S -~ AnsConsumer . . X :
Richard J. Orend e o
@ * (-3

We had hoped to be able.to present the restilts of our
i . study of demand.for the Arts in the South. Unforv
: tunaté&ly, there have been a number of administrative
3 ' delays, (centering around obtaining OMB approval for
the study) which precluded gathering the data in time
for presentation here.

In lieu of xeporting on this research, and in
keeping with the purpose of this conference, I believe
it is appropriate to discuss in a more general way -
the criteria which might be applied in evaluating.®
research projects on the "artistic and cultural con-
sumer.' - My intention is to hluhllght issues central

. «to the development of a rudimentary model, of the

B research development process which can serve as a

. guide for both des1gn1ng and evaluatlng future re- -~
v search projects.

With' respect td designing and evaluating research
on-the "artistic, and cultural consumer," a key ques-g
tion concerns the role of arts agencies, such as the
Natibnal Endowment for the Arts. Specifically, what
role does the agency intend to play.in the creation _

“ of demand for the arts? Will the agency facilitate
existing popular culture, e.g., promote more Situa-
tion comedies on TV, or create new demand by ''educat-
ing' the public regarding the traditional "high cul-
tural" .institutions in the society, or some combina-
tion of the two? The particular’ goal of the agency
will affect the selection of research issues. Thus,

~ an agency with the goal of "giving the people what
they want" will focus on general desires in its. ré-
search and on’ promotlng those desires in its policy
decisions. Ap agency which secks to preserve tra- |
ditional high culture institutions will seek research
projects which provide support for this goal. Unless
the agency first considers its goals, it may initiate
research. with no prior indication of the potential
usefulness of research outcomes. There are also prob-
lems for the researchers, who must either substitute
their own goals or guess the intentions of the spon-
soring agency. -

‘When agencies do not have explicitly defined goals
or their goals conflict, the organization<of useful
research is extremely difficult. The use. of research
produced under such cdhditions may be dysfunctional,
self-serving for individuals, or, -at best, a useless
waste of money., And, while researchers may be guilty -

Richard Orend,-Senior Scientist,
o ' " o

'ERIC
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‘Human Pesources.-Rescarch Organization, Alexandria, Virginia.
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of many sins in the development of rgscarch studies,
the absence. of such policy direction from the spon-
soring agency crecates one of the prime conditions™ for
inapplicdble and impractical projects:

Once the general policy goals of the agency’ are
made explicit, it will then be possible to focus on
-alternatiye research objectives. It is i- rtantP’to
note that significant, differences in resc .i strat-
egy are applicable under different policy CODdlthﬂS‘
For example, research. aimed at identifying the un-
prejudiced cultural demands of a given populatLon
would useta ‘different strategy than a project which
sought to identify ways of increasing suvport for the
‘local, .symphony. In the former case, wc might sample
the entire populatioh and include a widé varicty of
‘leisure activity choices in our questionnaire. In
the latter, we mlght focus only on those with some
intercst or. experlence with symphonies, and concen-
trate on ways of 1ncre1s1ng participation in a 51ng1e
or limited set of activities.

) ‘Subsequent to a“cléar spec1f1c1tlon of goals, it
is necessayyto—focus—moredireetly on the policy-or
- decision maklng needs for which research was InTtr -
ated. In the case of our own effort, the Endowment

raised the“general question of demand3for artistic
and cultural activitic¢s in the South. One policy
issue involved in this situation centered around how
Endowment programs could more effectively meet the
needs of the South. This raises the questfon of the
extent of correspendence between Southerners' needs
and Endowment programs. What are the most fruitful.
argas to pursue? -From a more open-ended perspective,
the Endowment could ask, "Given the distribution of
demand for cultural activities, what can the Endow-
ment do to support areas of existing unfulfilled o
demand?' - ‘Underlying each question are basic assump-
tions about the role of the Endowment as facilitator,
about whether thé Endowment's function is to promote
a broader range of activities or.enhance’ those al-
ready. determined to be within its scope.
of a clear specification of which role was belng proﬁ
moted had 1mp11cat10ns for the design of ‘ofit study.
Specifically, we adopted a very broad approach Nthh
we felt, could accoimodate either policy position.

There is another question which is crucial_to the
development of research. That is, are we interested
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in predicting .or éxplaining behavior? In certain
instances, the dcclirate prediction of consumer behav-
ior satisfies“policy making reqnirements and is also

a feasible economic research alternative. Attempting
" prediction .rather than”bxplah*tlon tends a}so ol :

greatl¥y s1mp11fy the research problem,. Tt is gener—

ally easier to predrct‘behav1oT~than to~determine why
it happened. EconomiSts ‘have long understood,.this,
and used it to their advantage in developing aggre-
gate models of human economrc behavior. * The same
approachxgs now being used ip numerous consumer
models, Inhc¢luding the consumptlon of culture?

While it is generally dissatisfying,to me to ex-
amine patterns without.searching for reasons, deci-
sions on, this-issue are usually driyven by more prac-
tical cons1derat10ns In our study of Southern
consumers, we have compromised.on this issue by
including both predictive (e.g,, prévious behavior
and attitudes) and potentially explanatory variables
(e.g., meed patterns, perceptlons of need"satlsfylng
qh111t1es of dltferent leisure-activities), and a
total lelsule fctivity context model). ¢

Once organlzatlonal and policy goals have been
defined and the objectives of the research, specified,
it is possible to bring to bear rejevant theories
about the behavior being examined. It is at this
point that the researcher function begins to‘play a
dominant role in the deveﬁopment of the study. It
is an axiom of gocial sciénce thft résearch should be *
conducted in response to arthcorysabout the phenom—
ena being observed.” It is a.fact 8f-life in policy
research that this is, seldom the case.

Such theories guxde the selection of approprlatc
and potentially useful varigbles, suggest the rela-
tionship to.be found among those variables, guide
data analysis, and provide a systematic framework for
the acceptance or rejection of results. In the ab-
sence of such conceptual guidanée, interpretation of

* empirical results becomes a matter of convenience’
and statistically significant results become a matter
- of chiance: Given any large set of variables, the
chances that two_or morc will be s1gn1f1cantly Te-
lated are very high. This situation operdtes to the
) \advantqge of the researcher, "who, can usually find

- something at which to point w1th pride -in stully re-
sults. However, a'reliable and valid 1ntcrpretat10n
of such results is often"considerably more difficult
to develop..

. -Even in developing rescarch which, is aimed only at
prcd1ct1ng, an underlying model of bchav1or.pattcrn5
is assumed, and thesclection of”predictor variables
can be based on assumptiops about related behaviors.
Previous empirical results-cften form the basis of a
"grounded" model ¢f behavior in gilvenesituations.

For example, wc have long expected differences in be-
havior based_upon such ascriptive characteristics as
sex, age, and race, and on such acquired character-
istics as educdtion and income level. . Our predictive
models arec often based on_these - and similar variables,
with some vague ideas about why they,arec 1mportant
lurking in the background, waiting to be aired should
the empirical results warrant. While such "quickie"
explanations arc easy to produce, thecy often seem
quite unsatisfying imtellectually, and, I think, in
the long run do not provide the value obtained from
more carefully developed theories.

’ However, adhering'closely to such a 1igorous ap-
proach can produce ‘certain ‘difficulties for Sponsoring
agencies. -Social science theorizing has not reached
such an advanced state that strong positive results
can be routinely expected. Further, it is usually a
Iong process to develap, test, modlfy, and retest a
Particular approach. Thus, mean1ngfu1 ,results are-
often scver11 expensive rescarch years away from the

. v . " ' 4
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beginning of a project. -This situation can lead to
dissatisfaction with results and pressure for quicker
turnaround on "useful' informatiopn. These condiitions
breed what has become known as 'quick and dirty" Yoo
research, which leaves no one satisfied and is par-

. ticularly subject to the negative evaluatiops of

outu_de agencies as well as to reduced usefulness for

. policy decisions.

Within the framework of -the previous general cbn:
siderations are more practical questions concerning
the selection of subjects, the identification of ap-
propriate, variables, and thavbu11d1ng of apprapriate
data collection and €valpation methodologies,.

SubJect selection depends,on research objectives
which, as we've seen,. aTe guided by agency’ goals and
program objectives. Using our own study as an ex-
ample, the objective of idéntifying overall demand
for cultural activities that could be supported by
the Endowment's current programs led to the -selection’

of a general-population sample. The obJectlve is to
be able to generalize to the entire populat1on of the
South with some specified degree of accuracy. A .

‘more restrigtive-set of objectives, stch as bu%ldlng

museum patronage, might call for a different strategy
in selecting samplc respondents (as well as for a
different selectlon of questlons) _Audience studies
provide useful 1nformataon about current ,users, but
are a biased sample if odr,goal were to expand the ,
role of the arts gdency into new areas. -
variable selection is, of coufse, angdirect fing-
tion of research objectives and an 1ss06iatcd theor-
étical model. (Varlablcs are. the” categories of

havior, attitudes, perception$; and individdyl char-
acteristics.) For example, our study is. cenierned
with-develqping a picture of the relative demand for
artistic activities in the South. ,We determined,.
therefore, that theé gontext of all leisure act1v1t1es
was approprlatc. Accordingly, the questionnaire we
daveloped, attempts to collect data on all choices of
Ielsure.behav1or r Other studies to be deéscribed
during this conference have used different approaches
based on a more limited set of objectives.:

Given our model of leisure behavior, we includeg
‘questions on life style gor more spcc1f1ca11y, 101—-
sure activity style) and cxternal restrictions (these

ihformation collected from consumers about.éSelr be-

© included cost,,locat1en 1va11ab111txu quality, ctc.)
‘Qgcstlons :epresentlng theSe variables were included

in our questionnaire because they°fit our conception
of how leisure activity cloices are made, and because
they will help gnswer general policy auestlons about
“the likelihood of selecting particulayx artistically
oriénted leisure’ activity patterns. In addltlon, a
concern for maximizing the predictive capab111t1es of
our instrument led us to include such stralghtfnrward
items as likelihood questlons

The Jfinal step in our model of the 1ese1rch devei~
opment pPro¢s. is ‘the des1gn of methods for collect-
ing data and cvaluating the results, The most
popular ‘technique for gathering consumer related data
is to ask the consumer, i.e., conduct a survey. It
is, however, far from the only available technique
and is often not even the most useful. For example,
studies which .generate predictive models based on
previous behavior might use less. obstrusive observa-
tional techniques., ~(Many studies on outdoor recrea-
tion have used variations of this approach.) On the
other hand, studies which are examining continuous
leisure behavior may be best accomplished by using a
survey panel-or diary technique of some kind (if suf-
ficient funds are available). The particular tech-
nique chosen is dependent upon the research objec-

A

" tives and the poplilation and variables of interest.

We have discussed several elements .that together
& . R

1]




12 _ .

Developing Research on the Arts Consumer ,

comprise a model of the research development process.
These elements include: agency goals and objectives,
the application of relevant models of human behavior,
the identification of a target population, the sel=sc-
tion of .useful variables, and the development of ap-
propriate data collection and evaluation methodol-
ogies. All of the elements discussed are integrated
and the linkages between them are almost always two-

$
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way. For example, while theoretical pexspective
dictates variablc selection, the limits in data col-
lection methodology place restrictions on the appli-
cation of theories. My purpose has not been to

specify the nature of each linkage, but rather to pro-
vide a more useful means for evaluating ‘individual
research projects in both development and post hoc
conditions. - .

&
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" " Consumer Response B
. to Arts Offerings: . -
. A study
: of theatre and symphony
o . in four Southern cities -

Introduction , .

This study was designed to provide insights into
how managers of arts and cultural organizations can
" . .make arts and cultural activities more widely
available to millions of Americans.'” Data were col-
lected on past and likely future attendance at sym-
phony ‘and theater in four Southern cities: Atlanta,

- Georgia; Menphis, Tennessee; ‘Columbia, South Carolina;
and Batpn Rouge, Louisiana. Responsés to proposed
gchanges in arts offerings were solicited; and thesé
responses, as well as the attendance‘data, were ana-
lyzed using attitude and lifestyle concepts recently
introduced into marketing studies in the bt€iness
sector. This paper will concentrate primarily on the
portion of the analysis 'dealing with future atten-
dance and responses to the proposed changes in arts
offerings. . .

Studies of performing arts audiences conducted to
date have_tended to, focus. on correlates of past at-

" tendance. Repeatedly, they have found ghat atten-

. ders are disproportionately drawn from the well-edu-
cated and those with higher incomes. Howgver, irre-
spective of levels of income.and-education, we still

~know little about how some individuals become arts

. attenders and others do not. And we know even less
about what could be done to make non-attenders attend _
more often. L a '
* One study, by Eric %arder, has attempted to an-

> swer the last: question. Marder developed a’'model of
respondents' attitudes toward seven performirg-arts,
and then asked the model what would happen if selec-
ted beliefs about-these arts were changed, deriving
estimates of likely gains and losses to each art form.
Three. problems exist with Marder's pioneering work. -
First, respondents were not asked directly what their
responses to the changes would be. Second, relative

choices were evaluated; a gain for one art form always

meant a loss for another. Finally, no assessment was
reported on who changed. Thus, one cannot tell ]
whether the changes simply.attractéd more attendance
among present attenders, or, in fact, broadened the

‘ arts audience, - T

/3 .

AEproéch‘

To overcome these problems, the present study took

-the offerings of those institutions.

i ‘ - Alan R. Andreasen and Russell W. Belk .

o

as its major focus the likely response of potenfiai
theater and symphony attenders to propgsed changes in
Data to help .ex~
plain these responses were gathered on past atten-
dance, beliefs about symphony and theater attendance,
benefits sought, consumer lifestyles, as well as
standard soc¢io-economic background information, The
data were gathered by means of telephone interviews
with randomly selected respondents fourteen-years

of age or older in the four study cities. Since

the foctuis of the study was increasing attendance among
past light”or non-attenders, heavy users were under-.

sampled. Further, to conserve resources, respondents’

who were determined to have virtually zero probability
of attending either theater or symphony_in the future
were also excluded from the interviews.” Comparisons
of study characteristics with available census data
suggest that the sample population tends to be youn-
ger, better educated, and wealthier; and is substan-
tially more often female than the population of the
four areas. These differences are consistent with
those found in other studies using telephone methods
of interviewing, and consistent with our procedure
for screening out those with zero probability of at-
tending the arts. '

To assess the responsiveness of this sample to
changes in the offerings made by the performing arts
in the study communities, a series of 'what if" state-
ments were constructed, embodying new offerings that
had been tried in other communities (and in two cases - .
in one of the communities studied), or that had been
proposed elsewhere, and that could be explained to
our respondents in telephone interviews.6 "What if"
questions are, of course, biased predictors of actual .
short-run behavior. Respondents are speculating on ¢
their future behaviéor with respect to hypothetical
alternatives, The likelihood of their carrying
through their speculation in the event the alterna-
tive was introduced is unknown.? For this reason,
the”responses reported in the pages to follow should
not be considered good.predictors of absolute levels
of response. However, we are willing to assume that
whatever bias is found in the answers is constant

across the hypothetical offers. This reasonable as-

sumption permits us to compare similarly biased

RO
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Consumer Response to Arts Offerings in Four Southern Cities

offerings. This is, indeed, our objective: To dis-
cover which offerings are relatively more effective
in broadening the audience for the performing arts.

Results

Forty-two percent of the respondents indicated
that they had attended theater in the preceding year
and fourtcen percent said they had attended a sym-
phony concert. " Ten percert said they had attended
both; fifty-four percent neither. Our principal con-
cern, however, was not with past behavior but with
future behavior; it is precisely this behavior that
arts marketers will have to influence.

Respondents were asked, "How likely do you think
you are to attend a live profess1ona1 theater per-
formance (a symphony concert)™in the next year or
two?" Responses reported in Table 1 show that 44
percent are at least somewhat likely to attend the
thentcr and 29 percent the symphony. -As can be in-
férred from past and future attendance figures,
future symphony patrons are more often drawn from
those who did not attend in the past year. The pro-
portion of somecwhat or very likely future attenders
who did not attend last year is 65 percent for sym-
phony and 39 percent for theater. This may well
reflect the lowér availability of symphony perfor-
mances relative to theater performances in the four
communities. It may be speculated that this also
reflects an attendance pattern by a significant part
of the symphony audience that’ may be described as
every-other-year attendance. At the same time our
data show that those who attended symphony last year
arc a more "'loyal' audience than are past theater
attenders, Seventy-two percent of the former will
somewhat or very likely return in the next year or
two compared to only 63 percent of past theater goers.

Before cxploring changes in planned future atten=
dance in response to the proposed new offerings, it
is first important to understand the basic determi-
nants of that future attendance. Most past audience
studies analyzed such attendance using a standard set
of demographic variables considered-one at a time.

In the present study, we have made two important ad-
vances. First; we have added some important predic-
tor variables to the standard set relating to the
respondent's childhood involvemént in the arts and
consumer lifestyle informatiog. Second, we have been
able to analyzc the set of variables simultaneously
to learn which variables are most important in ex-

_plaining the variability in planned future attendance.

At the present stage of analysis, classification
of consumers according to lifestyles has not been
" completed. Table 2, however, reports simple corre-
lations of 49 remaining variables with the liiteli-
‘ hood of attending theater and symphony. ' Simple cor-

‘-~ relations greater ‘than ¥ ,045 can be considered

significant. From the point of view of a total pre-
diction from these correlations, a problem arises in
- that many of the variables are related.
as income increases so does the likelihgod that the
spouse is employed (r = .36) and the number of cars
in the family (r = .46). The problem then is to
conduct an analysis which assesses the importance of’
-several variables in explaining the likelihood of
attendance while taking account of their interrela-
tionships. One useful technique for doing this is
_step-wise regression. In this technique predictors
are selected one at a time, starting with the single
best predictor and adding the one variable at each
"step" which increases predictive accuracy the most.
This continues until the best remaining predictor
which could be added produces no significant improve-
ment in overall predictive accuracy. "
Of the 48 variables examined, e1even were found

For example, -

Jbetween arts attendance and income.

to add to the prediction of theater attendanée like-
lihood. These eleven predictors were jointly able

to. predict 24 percent of the variability in reported
likelihoods. While this leaves the majority of vari-

"ability in likelihoods '"unexplained" (and potentially

related to the lifestyle characteristics to be exam-
ined later in the study), one-fourth of the variabil-
ity of theater attendance likelihoods can be ac-
counted for by these factors.

. The variables which aided this prediction are
shown in descending order of usefulness in Table 3.
The larger the "beta weight' in this table, the more
useful the variable was found to be. These results
may be compared to the simple correlations repro-
duced from Table 2. Differences between the tables
r%garding the importance of variables is due to the
fact that variables introduced early in the analysis
can be highly related to the information supplied by
later variables (e.g., education and past exposure to
ballet), so that the later variables do not enter the
full analysis because they provide little additional
predictive accuracy.

Table 3 shows that the best predictor of future
attendance at theater is experience, expressed as
recent past attendance and_interest in theater dur-
ing one's formative years. The 1mportance of con- .
tinuous experience with the theater is suggested by
negative contribution of having once scen three or
more plays but not attending in the fast year. Fu-
ture attendance is also positively related to othér
past (cultural) experiences: intérest in classical
music during one's formative years, working in a
theater, music or dance production, recent listening
to classical music, and visits to art galleries or
museums. The latter activities suggest a general
predisposition towards cultural events by theater
goers.

Only four of the eleven 51gnificant variables
are Standard demographics. As has been found in
other past studies, age is negatively associated with
likely future attendance and education positively
associated. What is important is that we have shown
that these effects hold up when the influence of
several other factors including income are simultan-
eously taken into account. With respect to income
itself, the fact that only a middle income group en-
tered the analysis suggests that income cffects may
not' be linear. The simple correlations, at least for
theater, suggest that this indeed may be the case.

Finally, there is a "city™ difference; those in
Columbia, South Carolina, are less likely to attend
the theater in the future than those in the other
three cities in‘“the study.

Table 4 reports 'beta weights' and simple corre-
lations for the fourteen variables that explain about
29 percent of the variance in likely attendance at
symphonies. Interestingly, eight of the eleven vari-
ables in the theater regression reappear in Table 4,
with symphony attendance in the last year obviously
substituting for a ninth, theater attendance in ‘the
last year. Neither age nor working in a theater, wmu-
sic, or dance production enters the predictions of
future symphony attendance as they do in predicting
theater attendance.

Symphony attendance is also predicted by member-
ship in. a second, lower middle income group, rein-
forcing the possibility of d_non-linear relationship
There is a pos-
itive relationship with the respondent{s father's
education, with parental interest in classical music
during the formative years, and with the respondent's
own interest in classical music while growing up.

This suggests that the formative years are particu~

larly crucial in the development .of .one's taste for
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classical symphonic music. Recent exposure to ballet

is a predictor of future symphony attenddnce as well

as attendance at theater, art galleries, and muscums,
suggesting that a general cultural predisposition may
be descriptive of symphony goers as well as theater
goers. ] ’

Finally, the positive effect of having been to
three symphonies ever but none in the past year would .
seem to add credence to the suggestion that some sym-
phony attendance for many may be an every-other-year
event. .

- All those who indicated some likelihood of at-
tending theater or symphony in the next year or so
were asked whether their attendance would change if
several changes were made in the performing arts'
offerings. Two questions were of interest here:

(a) Are some changes in offerings more effective than

others in increasing arts attendance?; and (b) Are

some changes more effective in broadening the audi-
ence than others? '

The answer to the first question is clearly yes.
Indices of rclative effectiveness were computed for
twelve new offerings for symphony and twelve for
theater as follows: )

1. Respondents saying they would go "much more
often" as a result of a new offering were
counted as two additional attendances; re-
spondents going only "more often' were

- counted as one. Respondents claiming they

would go 'less often' were counted as one

less future attendancg. -

2. The resulting number of net new attendances
was divided by the number of interviewees
responding to the new offering to yield an
effectiveness score for the offering.

3. Each effectiveness score was divided by
the average effectiveness score for all
twelve new offerings and multiplied by 100
to yield the.indices reported in Table 5.

(Four offerings were- scaled on a different basis and

.excluded from these calculations.) These indices

(Table 5) show two obviously superior strategies:
introducing more "star" performers ‘and offering sec-
ond tickets for half price. Offering second tickets
at half price appears to be somewhat more effective
for symphony than theater. It is also the case that

-offering a short talk before a symphony performance,

is more effective than this type of talk after a play.

On the other hand, changes in types of theater per-

formances are more effective than changes in types of

symphony programs. Finally, data not reported in

Table 5 show that offering second tickets at half

price is a substantially better pricing strategy for

increasing audiences than giving series discounts as
high as 30 percent and giscounts on individual tickets
of up to three dollars.

To ascertain.whether some strategies broaden the
audience more than others, respondents were divided
into those who attended theater or symphony in the
past year and those who did not. If a given strdtegy
was more appealing to non-attenders than attenders,
we would conclude that it was effective in broadening
the audience. Table 6 shows that three strategies
bgoaden_the symphony audience. Non-attenders would
be more affected if:

1. Mure choral music were offered.

2. They knew that people were dressing more

‘informally. v C.
3. Five times a year symphony performances
wete offered nearer their homes, with a
performing spacc not as nice but prices
20 percent lower.
It should be noted, however, that offering choral

music had the lowest total effectiveness of all the

. VS\'t
strategies according to Table 5, and that nearer lo-
cations and informality drew only avcrage respons2s
among past non-users. Clearly, the symphony manager
must choose between strategies that broaden the aud-
ience by attracting both attenders and non-attenders,
or broadening it by strategies that appcal more ex-
clusively to non-attenders. Cost-benefit analysis
of these alternatives is beyond the scope of this
paper. '

None of the new offerings was effective in broad-
ening the audience for theatér. Indced, having more

‘classical plays may keep past non-attunders away

while giving series discounts or half-price tickets
on the day of the performance (for somewhat poorer
seats) would be more appealing to regular attenders.

" Not surprisingly’ present attenders would put up with

a greater price increase before reducing their at-
tendance than would recent non-attenders.

Conclusions

This paper reports data from an early stage of
analysis. Further investigation of lifestyle and
attitude data is forthcoming. At this point, our
analysis indicates:

1. When symphony and theater patrons are com-
pared as to last year's attendance-and likely
future attendance, symphony patrons appear to
be made up of two groups: (a) a .loyal core
and (b) those who may attend rcgularly but
less than annually. Clearly data are needed

- on performing arts patronage over time.

2. Much of the same set of variables predicts
future attendance for theater and for sym-
phony. Experience with the arts and possibly
a general predisposition towards cultural in-
stitutions are the best predictors, with con-
tinuous experience more important for theater.
Theése variables in general appear more im-
portant than the demographics emphasizéd in
other studies. )

3, There are clear differences in the overall

©  effectiveness of alternative new arts and
symphony offerings, with most effectiveness
attributable to including mere famous pér-
formers in programs and offering second
tickets at half price. There are strategics
that appear to selectively broaden the audi-
ence for symphony but not for .theater. The
choice for symphony managers is whether to
broaden . audiences selectively or through ]
strategies that appcal to present attenders
as well. The latter is the only option open
to theater managers.

Footnotes . -
1 National Endowment far the Arts, Researtch
Division Program .Solicitation, February 4, 1976.

2 The authors wish té acknowledge the assistance of .
Mati Frankel, Douglas Schellinck and Gregory Upah in
designing and analyzing this study.

3 Eric Marder Associates, Inc. The Finances of the
Performing Arts. New York: The Ford Foundation, 1974

"Winston-Salem/Forsyth County: Public Perspec-
tives on the Arts and Culture," National Research
Center of thp Arts, Inc., July, 1974.

National Research Center of the Arts, . Inc.
Americans and the Arts. ~New York: National
Committee for Cultural Resources, 1976.
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1 - .
® 5. Several screening questions were used to make
this determination, with the result that 14.2 percent
* of screened respondents were dropped because they
_ were likely non-users. Seven and a half percent of
screened respondents were dropped because they were
heavy users.

6 Telephone and credit card purchease opportuni-
ties were possible in Atlanta, Georgia and all cities
offered season tickets. The necessity to explain
offerings to respondents restricted us from asking
about several voucher plans in practice or planned
around the country. ‘ .

7 Using version 7 of Nie et al., Statistical
Package for the Social Sciences, 2nd Edition (New
“York: McGraw-Hi11,01975). :

8" Note that these aré independent factors in that
- the relative importance of one.variable in this analy-
sis (as shown by the beta weights) is computed after
the effect of all of the other variables displayed in
Table. 3 is taken into account.

9 The latter two offerings are not shown in Table
S because -they are scored differently from others
there. The percentages were computed by comparing
the proportion of people going more often or much
more often in response to a second ticket at one-half
price to the proportion. of respondents who would go
more often to any of the individual or series price
discounts offered.

10 Probability € .05 that users and non-users
respond comparably.

Table 1

LIKELY FUTURE ATTENDANCE AT- THEATER .
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AND SYMPHONY BY PAST ATTENDANCE o
" Likelihood Theater v Symphony
R - of Future Attend Lasgt Year Attend Last Year
Attendance Yes No ° Total ~ Yes No Total
) " Not At All likely 10 % 25 7 197 . 4% 327 2812
Not Very likely 27 45 37 - 24 46 43
Somewhat Lik‘elly .. 28 17 22 26 5 7
Very Likely s 13 » w7 12
' Ez 100 % EE/ 100 % —l—o_az"ro;z
Number of Cases

630 859 1489 207 1282 1489
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"Table 2

SIMPLE COnRELATIONS OF SELECTED SOCIO-ECONOMIC

CHARACTERISTICS AND LIKELIHOOD OF

ATTENDING THEATER AND SYMPHONY

Correlation With Likeli-
“hood of Attending

‘Correlation With Likeli- .
hood of Attending

Variable Theater Symphony Variable Theater Symphony
Past* Attendance at Theater : .32 .25 Parent's Interest in Classical Music .19 .28
Past* Attendaﬁce'at Symphony - ‘ ' o .20 .34 Years in Area i ao=12° ;,09
Live in Memphis . ) : . .06 .04A Amount of Leisure Time Av&ilable .02 v-.02
Live in Atlanta .~ .08 .08 Teenage- Life Cycle. Stage ‘—.04 .00
Live in Columbia ’ ’ -.15 ~-.13 Singlas Adult Life Cycle Stage : 13- .12
Play ﬁusical Instrument : .12 .14 Young Married ﬁife Cycle Stage . .09 .Og
Ever Worked for Theater, Music, Dance Production .18 14, Young Children ﬁifé Cycle ‘Stage . -.03 -.05°
Ever Attended 3 Plays (But None Last Year) . -.19 -.13 Older Children Life Cfcle Stage .00 -, 02
Ever Acttended 3 Sygph;niés (But None Last Year). -.04 .03 Emﬁty,Nest Life éycle Stage o -.07 -.07
Spouse.Is Employed ‘ . . E .07 .00 Widow Life Cycle Stage ~.06 -.01
White ® ’ s .01 -.02 Income Under $7,000 ‘-.05 -.02
Female . B -.02 -.01 Income $7,000-$9,999 ‘ .01 .03
"Past* Artendance at Rock Concerts . ; ] .12 .13 Income $10,600—$11,999 : ) ' -.05 .-f03
Listened to 10+ Classical Records Last Year ) . 14 .17 Income $12,000-$14,999 . . .03 .00
Past* Visits to Art Galleries, Museums .22 .24 Income $IS,000-$I§;999 ’ ) .05 .03

. Past* Attendance at Non-Symphony Classical Music .16 .19 Income $20,000—$25,b00 i ' oz .03
‘Past* Seeing Ballet Live or on Television ' - .11 .20 Income Over‘$25,000 . . .08 .05
~ Number of Cars Ouwned ‘ .02 .18 Employed Full Time .06 .04
Education of Respondent .19 .16 .Eghlo&ed Part Time .08 .04
" Education of Father’ 11 J14 Temﬁo;gfgly Unemployed S.o1 .00
Education of Mother g2 0 - 12 Retired H -.11 -.04
Number of Children Over 14 -.07 -.06 Not Empypfed -.03 -.03
.Agé of Respondent =12 -.07 Hgmémaker -.06 -.06
Interest in Theater When Growing Up .28 : .24
Parent's Interest in Live Theater .20 .23
Interest in Classical Music When Growing Up .23 - .35 *"Past" means within the last twelve months.

O
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Table 3

SION RESULTS PREDICTING

THE LIKELIHOOD OF THEATRE ATTENDANCE*

i

Variable

Simple Correlation
With Attendance
Likelihood

Beta
‘Weight

10.

11.

Interest in Theater
When Growing Up

s

Past Attendance at Theater
Agé of Respondent
Live in Columbia

Interest in Classical
Musie¢ When Growing Up

_Education of Responﬁent

. Ever Attended 3 Plays

(But None Last Year)’

Ever Worked for Theater,
Muslc, Dance Production

Listened to 10+ Classical
Records Last Year

Past Visits to Art
Galleries, Museums

Income $15,000-$19,999

181 .28
.163 : 32
- -.118 -12
-.096 -.15
.096 .23
.090 : .19
-.083 - -.19
.078 .18
078 .14
059~ 22
057 04

~*Using S0 percent confidence level for variable inclusion.

=3

Table 4 : !

STEPWISE REGRESSION RESULTS’PREDICTING
THE LIKELIHOOD OF SYMPHONY ATTENDANCE*

Simple Correlation
With Attendance

Variable Likelihood
1. Interest in Classical ™
Music When Growing Up .20Q .35

2, Past Attendance at Symphony

3. Past Seeing Ballet Live N
‘ . .20

"% or on Television ) ) .093
4. TIncome $15,000-§19,999 .076 .03
5. Education of Father .076 .14
6. Listened to.l0+ Classical T .
Records Last Year ) . .074 . .17 .
7. Interest in Theater ) ’ : -
When Growing Up = | .073 .24 ~
8. TIncome $7,000-§9,99 - L 072 .03
9, Ever Attended 3 Symphonies B .
(But None Last Year) . } . 069 ) .03
10, Ever Attended 3 Plays ' i
. (But None Last Year) -.064 . -.13
11. Pa;ents' Interest in Classical Music *+ .06l .28
12.  Education of Respondent o .059 .16
13, Live in Columbia -.058 : -.13
14, Past Visits to Art Galleries,
Museums = : .053 .24

- 2, -
*Using 90'percent confidence level for inclusion.
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Table 5

EFFECTIVENESS- INDICES FOR SELECTED MANIPULATIONS

Table 6

PROBABILITY THAT RESPONSES OF NQN-USERS °
AND USERS TO NEW OFFERINGS ARE THE SAME*

<
2 @ hony Theater
. Past Past Past Past
Offering Users  Nou-Umers Total - Users Non-Users  Total
A, Product Variables °
1. Type of Perfomance
Hore Cluslcnl Music 108 103 105 ..
Hore Romantic Muslc - 115 - 87 97 N
Hore Modern Muslc 56 52 54
More Concercos - &0 55 57
More Choral Muaic, 33 47 43
Hore Husical Comedies 136 162 149
More Classical Plays. 31 16 26
More American Drama 107 124 . 115
More Mgdern Comedles 118 112 i 116
More Original Plays 45 ‘32 41
2, Qualiry of Performance
More Famous Performers 160 ‘160 161 123 172 163
3. "Formallty of Atmosphere . )
Dresaing More Informally 65 96 87 62 89 75
. o
4, Extent of Learning Oggortunltlel L .
" shorc calk/diacusslon 108 16 114 62 68 66
.
8. Price
Second Ticket One'-lllnlf, off’ 212 173 186 . 165 169 169
Telephone/Credit Purchasing 82 78 80 . 69 64 69
C. Combination Strstegies e
Y4 Off Day of Performance, Poorer Seats 114 116 116 168 .. 102 117
Nearer Locatlon. 20 Percent Discount 81 108 100 83 88 87
b

2i

Offerings Symphony - Theater
A. Product Variables ’
1. Type of Performance
More Classical Musie .23
More Romantic Music , .34
More Contemporary Music .99
More Concertos .73
More Choral Music .00
More Musical Comedies .82
. More Classical Plays . ~.09
More American Dramas .95
More Modern Comedies .43
“More Original Plays ° .57
2. Quality of Performance
. More Famous Performers .10 .19
3. Formality of Atmosphere .
- Dressing More Informally .02 .12_
%. Extent of Learning Opportunities ©
Short Talk/Discussion . .52 .57
5. Quality of ‘Seating . N
Series With Good Seats .89 .58
B. Price
1. Individual Tiéket Reduction .37 .33
2. Second Ticket One-Half Off .22 .46
3. Series Ticket at Discount .19 .08
4, Telephona/Credit Purchasing .82 .61
5. Individual Ticket Increases .13 .02
C. Combination Strategies
S Half-Off Day of Performance, Poorer Seats .48 .01
2. Favprite Performance*** -
Individual Ticket Increase .45 .22
3. Nearer Location, 20 Percent Discounc .05 .40
**Approximce Number of Cases i (420) (652)

*Probabilities are likelihood of obtaining, computed Chi-square

value when responses to offering are truly independent of past

attendance classification.

**Actual number of cases varies by offering.

<

**xSolected from five alternatives indicated above.
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A Behavioral Approach” .
- for ASsessing

A Behavioral Approach for Assessing Demand

o

> the Demand for
Cultural and Atrtistic
’ Recreational Activi_ties

- ' : " George L. Peterson and Alex Anas

ol ki

There is a-growing need for scientific methods of
assessing demand for cultural and artistic leisure’
time activities. This paper presents. concepts and
methods currently beirg developed and tested. as part
of a study of urban recreation demand. !
cludes artistic and cultural activities as part of a
much_broader spectrum of leisure time pursuits.

Our approach to demand assessment is based on an ..

explanation of- the individual choice process under-
lying recreational behavior, rather than on observa-
tion of aggregatg patterns of behavior. Our.approach
hinges 6n six basic concepts whicH underlie the beha-
vior of individual recreationists. These are needs,
attitudes, perceptions, market segments, and choice
constraints. R St

- Needs, the tasic elements of humanvmogivation, are

manifestations of physiological and psychological’
drives, personality, and psychological deprivation.
Leisure time activities, including cvltural and ar- =
fistic pursguits, are .important instruments to the
satisfaction of needs, and needs strorigly influence
which activities an individual will:thoose.?

 Driver has extensively studied the motivations and
need benefit of outdoor recreation activity.3 Based
on his work ard the work by Tinsley and others, we
have identified the following need con¢epts for,use in
the assessment of recreation demand: °
1. Achievement, including skill devélppmént and exer-

cise . .

Enjoyment of nature

Tension release and relaxation

Learning and thinking

Meeting and being with members of the oéposite sex
" Doing things with the family

Raving thrills and excitement

Independence and control

Helping other people « .

Directing the activities of other people

LA

S .

(

“¥1. Enhancement of self-worth R

12. Avoidance of boredom.

It is expected that these also apply to cultural and

artistic activities, although there may be some addi-
tional need cohcepts that should be added.
" We can thus percéive of needs as the most basic

element 'in demand.. If-we observe a significant change

The study in-

4

- . P

in the demand for certain recreational activities,
two fundamental questions ought to be asked: Is this
change in demand caused by a widespread change.in
needs? If so, can these new needs by identified and

" measurad? - .

The first question is.important because the shift
in demand could result from the increased availability
of the new activity, increased awareness that. it is
available, more 1®isure time, changes in participation
costs, and a variety of other circumstantial changes.
Thus, the new levels-of demand could be the way in
which old and well established needs are satisfied.
The second question is important if the concept of
needs.is to serve a practical purpose in the predic-
tion of demand. ‘ : ' :

. We now know that an individual's need-state can
be described on several scales, each of which mea-
sures the intensity of a single need. Subsequently,
a great deal can be inferred about that .individual's
likely recreation patterns. For example, an indi-
vidual wiﬁ% a strong need* for .physical exercise caf
be  judged unlikely to satisfy it via movie going and
more likely to satisfy it via dancing or hiking.

ing theatre, but much more likely to do so by engag-
ng in outdoor photography. )

) Attitudes are predispositiofs in favor of a par-
ticular activity. Attitudes are formed through actual

.experience, personal background or education; or

through Social norms and pressureS which act in a more
indirect and subliminal way. Attitudes are also in-
fluenced by the specific needs that an individual is
attempting to satisfy through cultural and artistic
recreation. ' '

Perceptions are a recreationist's view of the
experiential or need-satisfying content of specific
activities. Perceptions can be measured by methods
which reveal how much of a certain attribute a speci-

fic activity contains.® -For example; dssume that "'re="

laxation" is an attribute (an experiential property)
of all cultural and artistic activities. A certain
individual might pérceive that an opera provides much
more relaxation than pottery or folk dancing. On the
other hand, if the attribute is "interaction with

George Peterson is Professor; Department of Civil Engineering, and Alex Anas is the Acting Director, Urban

Recreation, Northwestern University, Evanston, Iil1.
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‘Similarly, an individual with a strong need for nature
. enjoyment is unlikely to satisfy that need via attend-
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others,"” folk dancing might rate higher than both
opera and potter) Finally, if the attribute is
"using one's hands creatively," pottery might take the
lecad. In summary, an attribute is the. experiential
quality or stimulus provided by an activity. A per-
ception is a measure of the intensity of an attrlbute
to a particular recreationist.

‘Perceptions play an important role in the forma—
tion of attitudes, but, as we observed above, atti-
‘tudes have many dxverse causes of which perceptions
are only a limited set. 1In fact, for the recreation-
ist who is inexperienced with a given activity, atti-
tudes and perceptions are almost inseparable. It can
cven be said that the inexperienced base their per-
ceptions on preconceptions (attitudes) which are
externally influenced. Participation in a recrca-
tional activity tends to change perceptions first,
then attitudes, and ultimately it takes its toll on
demand.. In order to accurately forecast demand, it
is 1mp01tant to first accurately measure perccptlons
attitudes, and needs.

Retreationists develop preferences over the spec-
trum of actiyities facing them, on the basis of their
pe]ceptxons ds, and attitudes. A recreationist
will prefer 1ct1VLt1e9 that he perc;1ves a~ better
satisfying his needs. If one activity is preferred
over another, the likeélshood.that it will be chosen
i5 higher under the influences of external income,
time budget, and other restrictions.

Our approuach relates activity choice to act1v1ty
preference, and we perceive choice in probabilistic
terms. A recreationist could :participate in every
conceivable activity with a probability ranging from
zero to unity. By properly aggregating these choice
probabilities over a set of individuals,. we can arrive
at a forecast of aggregate demand expressed as the
number of "person hours of theatre attendance" or
"person events of theatre attendance."

Thus, an important step in demand assessment is
the proper quantification and measurement of needs,
attitudes, perceptions, and prefe*hnces so that
choices can be predicted.

Two more notlons are CTUClal “in behavioral demand
assessment methodology. These are the notions of !
market scgmentation and of choice constraints.

Market segmentation is the process of grouping
4individual recreationists. The criterion for such
grouping is that the behavioral process of individuals
within the same group be approx1mate1y the same. Tra-?
ditionally, market segments have been established
using demographic information, so that individuals were
grouped. by sex, age, life cycle, income, and education
characteristics. In our behavioral -approach, needs,
attitudes, personality traits, and past recreational
experience might prove more useful segmentatlon cri-
teria.

Choice constraints refer to phy51cal medical, fi-
nancial, time related, talent related,:and any other
personal or social restrictions which prohibit the-
manitfestation of nceds and prefercnces as recreaticnal
choices. When, because of such constraints, demand
for a certain activity does not result in"choice, it
is said that the demand for that activity is latent or
uncxpressed. Choice constraints can also be powerful
criteria for market segmcntation alongside thc above
mentioned criteria. . . :

Q

The Demand Asscssment Proccss
The demand assessment process utilizes a qucstlon—
naire to gather_several categories of information from
recreationists.” In this report, we identify the cate-
gories of information to be solicited by such a ques -
tionnaire, and show how cach category fits into thc
frdmcuork of "basic concepts." « .

Q
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- erable to choose piano, violin, trumpet,

bute is "appreciating human intéraction."

It is first necessary to identify the activities
to be included within the scope of the study. For
example, if cultural spectator events are being
studied, it will be crucial to distinguish between
attending theatre and going to a movi It mighg be
less important to distinguish among typés of movies
or types of plays. Similarly, playing the *violin,
the viola, and the trumpet can be conceived as sepa-
rate activities. In a study of a different sort,
groupings such as playing a string instrument might
be more appropriate. At another level of inquiry,
playing a musical -instrument might suffice.’

As a rough general rule, avoid the study of two
or more activities which are very close substitutes,
and represent groups of activities by a few, prefer-
ably one or two, typical activities, rather than®by
aggregates-of activities. For example, in a study of
the demand for.various instruments, it might be pref-
and’ drums |
rather than broad categories such as wind instruments,
string instruments, etec. The demand for viola, clar-
inet, and trombone might be better inferred from
studies of piano, viol.n, drums, and trumpet than from
studies of broad aggregates. :

In any study of demand, the probiem does arise.
of how many activities to study, and how to aggregate
the activities. The most preferable approach is to 1.
let the recreationist define his or her activity. If
a list of activities is deemed necessary to orient and
stimulate the respondent, it is probab'y better to
choose activities reptresentative of the diversity
that exists in the entire spectrum of activities than
to aggregate those activities into groups.

To dlrectly measure choice, the responding recre-
ationist is asked to indicate how ofterf he or she
participated in the bample of activities dur1ng vari-
ous seasons or time frames.

. A major difficulty in the assessment of recrea-
tion demand is the fact that activities which appear
quite distinct and diverse may yet closely satisfy
the needs of given recreationists. Consciously or
not, recreationists judge each activity via its ex-
periential qualities or at?;lbutes Although ‘perhaps -
hundreds of such attributes” influence behavior, it is
imperative, in a questionnaire-based study, to keep
their number down to a manageable size. To get maxi-
mum measurement of substitutability, attributes should
be selected which are relevant to as many activities
as possible. Hopefully, but not necessarily, all ac-
tivities will reflect some degree of each experiential
attribute. The larger the number of activities
covered by each zttribute, the stronger is the re-
searcher's ability to analyze substitutability.

Recreationists' ratings of an activity's attri-
butes provide the analyst with a profile of that
user's perceptions of the activity in question.
order to measure these perceptions, the question
ought to be asked as follows:’ .

"Attending theatre gives me a chance to appre-
ciate human interaction.'" In this example, the ac-
tivity is "attending theatre,'" the experiential attri-
The respon-
dent can be asked to respond by indicating the extent
of his agreement with this statement. In our research,
we have used a five-point scale varying from "Strongly
disagree,' to '"Disagreec," to '"Neutral," to "Agree,"
to "Strongly agrece."

Attribute ratings .reveal the perceived 51m11ar—
ity among various activities, and can be the basis
for a behavioral grouping of activities.

Tdeally, each need-related attribute concept
should be measuned by numerous questionnaire items to
ensure reliability and to avoid semantic :mbiguity.
However, thi$ would produce an inventory of several

Q .
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~ational -attributes.
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hundred items, which is not practical in a demard as-
sessment questionmnaire. Thus, a short pragmatig inven-
tory is necded. In our questionnaire, we use 23 1tems
to estimate a dozen significant attributes.

To measure recreationists’ needs we can reverse
the focus of the activity specific Cattribute state-
ments. The_following is an appropriate way to ask the
question: YAppreciation of human lntelactlon is impor-
tant in my recreational behavior. Again, the re-
spondent is asked to indicate hlS degree of agree-
ment or disagreement, which this time measures the
strength of the need "appreciating human interac-
tion." Needs and attributes need not be based
on the same concept, and needs may be more general
than attributes It is expedignt, however, to con-

ceive ot dttrlbutcs as those stimuli that satisfy cor-

responding needs in the context’of an activity. In
this way, it is possible to obtain a measure of how
various experiential attributes in the context of:
severul activities reveal the differential satistac-
tion of the same recreationists' needs.

Our plellmlndr' questionnaire tests show that
each respondent need only provide attribute ratings on
two ur three recreationdl activities of his choice.
Although a lalger number of activities is to be pre-
ferred, it also makes the gquestionnaire tiring and
difficult to complete. OQur pretests also show that a
list of 20 to 25 questionnaire items mcasures a fair-
ly broad spectrum of about a dozen dimensions of ex- -
periential content rclevant to a large number of recre-
ational activities. More rigorous or more detailed
need tests are available, including the Edwards Per-
sonal Preference Schedule (EPPS), the Personzlity Re-
search Form (PRF), and, for speciaiized environmental
"needs," the Envirvonmental Response Inventory (ERIL).

Expericential attributes are intended to weasure
the content of activities that appeal to primarily
pSYLhOlOCILHI needs and are nat chosen to be specific
s A s%cond set of
attributes measures aspects of activities related tqQ
sites of recreation, to travel, and to the situation
within which a recreationist engages in a recreational
activity.

JThese attributes are neceded in recognltlon of the
fact that, although an activity may appeal strongly to
the satisfaction of' certain needs, the available sites
for that activity may inhibit or limit participation’
in the activity. . .

Trip purpose, time of yea?, duration and cost of
trip, weather, part1c1pat10n cost, waiting time, site
quality, amd site congestion ‘can all be used as situ-

N

In our pretests, we Have SOIICltcd most of the
above attributes for the same two or three activities
for which attribute ratiings were obtained. 1In doing

», we have asked respondents to report this informa-

“tifon for their last participation in the relevant

activity.

Correlating recreationists' actifity choices with
their attribute ratings according to various statis-
tical procedures reveals recrcationists' preferences
indirectly and provides the analyst with a measure of
each attribute's importance. It is still desirable to
directly measure activity preferences by asking recre-
ationists to report a degree Of attractiveness for
each of a chosen list of activities. In our pretests,
this is done for 20 distinct activities. Together
with a rating of the availability of each of these

-

Aruitoxt provided by Eic: . .

" assessment and prediction of recreation demand.

demand plays an important role® in recreational choice.

Concluding Remarks

Tn this papér.we have provided a qualitative
description of the essential concepts and identifica-
tion problems that play a role in the behavioral”

We
have begun testing these concepts for a wide variety
of activities which include cultural and artistic
pursuits. We expect that the same methodology -is
#1so applicable to a more in-depth study which
focuses exclusively on Lultural and artistic: activi-
ties. -

Our confidence stems from the fact that cultural
and artistic recreation habits are formed in ways
very similar to habits in sport, nature seeking, and .
outdoor rccxcatlon The key to a correct assessment )
proccdure is the accurate measurement of recreation-
ists' needs, attitudes, perceptions, preferenccs, and
ch01eeb, dnd the proper.identifications of the inter-
actions among these concepts. :

Footnotes
1 This rescarch is currently in progress under
Grant No. APR76-19086, titled "Prediction of Urban
Recreation Demand,™ from the RANN (Research Applicd
to National Needs) Division of the National Science

Foundation.

activities, we can infer the extent to which latent .

2 1t is beyond our scope to discuss sﬁccific needs
in depth. This area has been the object of much psy-
chological research. To summarize some significant
findings, Tinsley reports 42 reeds that are leisure
activity specific. The needs which differentiate
most strongly among leisure activities are (1) sex,
(2) catharsis, (3) independence, (4) understanding, N
(5) getting along with other , and (6) affiliation
(cf. Tinsley, Howard E.A. et al., "Leisure Activities
and Need Satisfaction," Jourral of Leisure Research,"’

o

Vol. 2, No. 9).
1 2 .
3 B.L. Driver,‘"Quantifications of Outdoor Récrea-
tionists' Preferences,'" in Rescarch, Camping and En-

vironmental Education, Penn State, HPER, Sec. 11, Uni-

versity Park, Pa., December 1975, 00165-187.

4 See .. Nculinger\hnd C.S. Rapps, "Leisure Atti- .
tudes of an Intellectual Elite,' Journal of Leisure
Research 4° (1972):196-207; A. O'Connor, "A Study of
Personality Needs Involved in the Selection of SpCCI-
fic Leisure Interest hroups " University of Southern
California. Dissertation Abgtracts International 31, He
11-A (1971):5865; J.R. Kelly, "Three Leisure Locales,
Exploring Role Stability and Environmental Change,"
in B. Van der Smissen (ed.), Indicators of Change in
the Recrcation Environment - A National Research
Symposium. HPER Series No. 6, the Pennsylvania State
University, University Park, Pa., 1975. .

5 The development of this questionnaire has been
described in "A Questionnaire Design and Survey
Strategy for the Assessment of Urban Recrcation De-
mand," research rcport, Department of Civil En-
gineering, Northwestern University.
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Our project examined the nature of broadcasting in
the United States in light of the potential for some-
thing called-arts and cultural programming. The
first problem we came up against was the”lack of any -
clear definition of arts and cultural programming.
More ‘important,. though, was the need to.make dis-
tinctions between TV -and radio broadcasters and
between commercial and non-commercial (or public)
broadcasters. <

The- radio and TV industries have ba51c struc-

_tural diiferences. There are just under 1,000
. televigion siations.(over 700 commercigl and over

250 public) and over 8,000 radio stations in the

United States. The television industry is dominated

by the three commerecial networks which account for

. most prime time programming on approximately 600
network affiliates: six out of seven commercial
stations. Radio programming is on a station-bys
station basis, and stations tend to:program by
formats rather than programs.

Public broadcasting is a parallel, but different
set .of TV and radio stations that has developed<
because of an early faith in the educational power
and merits of the two media. Public broadcasters do
not worry about profits, and they are not seriously
involved in ratings competition, although they
worry about*how many people they reach.

‘Although public broadcasting has been our pri-
mary client in one way or another over the last five
years, and although we know a great deal about the
details of public TV programming: and audiences, I do
not want to dwell on the problems of non-commercial
broadcasters, but focus instead on commercial broad--
casting. '

No matter what stafistics you may generate
regarding attendance at-artistic and cultural events’
or actual participation in grtistic endeavors, the
fact that at eight o'clock tonight three~quarters of
the homes in Chicago are turned to television-'should
overwhelm you with the effect of this medium on our
culture.

Commercial broadcasters respond to program bffer-
ings by creators by contemplatlng how many people
will watch those offerings. This reflects the nature*
of the industry. The commercial broadcasters are not

-

‘tisers.

‘They stay from one program to the next.

‘in the business of twying to sell proaucfs to their

audiences. Rather, broadcasters are sekling ydu
éand all the rest of the audience) .to the adver- =
_Commercial broadcasters do not really cdre ,.

whether or nét you buy the ‘tHings that are advertlse&
on their stations. They want\to be ablg’to go to
sponsors ‘and sell commercial time; and the rate;
for commercial +ime is based on the number of

in the audience. (Actually, rates for commercial
time ave also based on the nature of the people in

the atidience: younger adult wamen are the most
expensive audience’ to buy becaus .advertisers want

to reach them with - messages abou all sorts of '
products.) f S R

" Thug, profits are dlrectly related to the size of * ¢
the audience; and in recent years,\ commercial broad-
casters have added a long-range perspective’ to this
relationship. They are aware of the correldtion be-
tween audience size for one program and :udience size
for other programs on.their channels. ©On the simplest
level, there is a great deal of inertia irf audiences.
But there 1s
also the factor of a station's ability tb use-its
dwn air time to promote other programs and the more
general phenomenon of a station (or network) be-

aid ¢
ple >

.

coming generally preferred by “a group of viewers. »
The enV1ronment in which a program goes on the air .

is relevant: the size of the lead-in audience .
from-the previous program, the number and nature

of people who'normally watch at that time, apd .

the strength of competing programs all :go into

the assessment of response ta programs. sFor ex-
ample, a program with an above average audience may
still be dropped if it fails to hold enough of the
lead-in from an extremely successful preceding pro-
gram, while”a below average audience can sometimes
be accepted if it is the result of programming on
other stations such as "Roots' and "Goné With the
Wind." Consequently, even if you had the money,
commercial networks would not let, you buy time to
put on any program yoy wanted. It might pull down
the ratings fox the rest of the schedule. - Audience -
measurement is the heart of the systems used by both
commercial TV and commercial radio broadcasters to
determine the response -to their programming. Andl

Natan Katzman is the Director and kenneth Wirt is Chief Research Associate, Research and Programmlng Services,

San Francisco, California. . “
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that brings us to ratings.

There seems to be a bad connotation to the term

Intellectudls espec1a11y seem to dislike the notign

of ratings.

One can argue the merits of the ways in

which ratings are used to determine which programs
will survive and which programs will never be aired

again.

I suppose that the argument is really about

whether commercial broadcasters should be allowed to

do everything possible to maximize profits..

But the

ratings do not make programming decisions any more
than the census causes a certain portion of the pop-

ulation to be at a given income level.

You have. an

iAdustry that is trying to attract an audience to its

broadcasters, and the various rating systems are

nothing motre than methods to estimate the size of

the audience.
. technical ones:

Consequently, the important issues are
Are the estimates of audience size

obtained by the ratings services va11d indicators of
actual viewership?

There are a number of technlques for estimating

the size and. composition of audiences for television

programs.

The most important of these estimates are

provided by independent companies which sell the1r

servi ces to broadcasters.

They are:

1) The national rating service (NTI/NAC)
provided by the A. C. Nielsen Company in
almost every week of the year for the three
commercial TV networks.

2) The ratings for local markets provided

in designated months by both Nielsen and the
Arbitron service of the American Research
Blreau.

3) The local metered services that N1elsen
provides in the three largest metropolitan
markets in the country, and Arbitron pro-
vides to -Los .Angeles, with further expansich &
planned. - . ,e

« The Nielsen Television Index, or (NTI), service - .

indidates the size of the national audience for tele-

vision programs.

This gives the“key ratings which

- are used by the networks to determine the success or

failure of national programming.
based on the U.S. Census Bureau's records.

~The NTI sample is
Nielsen

selects roughly 1,200 homes in all parts of the
nation® from a pre-designated sample drawn from census

tracts.
gets about 75% of them to agree to be part of the
sample; if there is a refusal,
home in the same neighborhood.
attached to.every TV set in each home.

Their staff goes to the designated homes and
L]
Nielsen gets a similar
An "audimeter" is
This is a

device that automat1ca11y records whether the set is

on and what channel it is “tuned to.

The meters are

linked by special ‘phone lines directly ‘to Nielsen .

. .computers in Florida.

Thus,.no response is required

by anyone in. the home, and the meters .are as close
to an unobtru51ve v1ew1ng indicator, as anythlng yet. =
dev1sed

*does not give any 1nformat10n abqpt the people who
.are watching a program.
is on and what channel is on.
graphir data about the homes in the NTI sample: ..
income, presence of children, age of lady-of-

‘house, education of head-of- house, otc.

You may have already notlced that u51ng metérs

They only tell when the set -
Nielsen gets -demo- )

‘Meter-

"gathered data can be used to give viewing patterns .

among different kinds of households.

However,

another technique must be used to get information
about* the kinds of people who'are watching.

- e

A National Audience Compositidn panel is selected

in the same way that the NTF sample is selected.
* Homes in this sample are given a response diary for

each set in the home.

Q
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Respondents are supposed to

- lished nimbers.)

. 1n1t1a11y designated sample homes..

.along with.a small cash incentive.

fill in all programs viewed by all household members.
In addition, a "recordimeter" is ‘attached 'to each
set. It measures the number of hours the set'is in
use and produces a signal every half hour of set use
to encourage diary entries. -Efforts are made to have
total set-in-use hours in d1ar1es correspond to the
amount registered by recordimeters. The NAC_ panel
£ills in the diaries on a week-on/week-off basis, and
about a third of the panel is replaced each year.
The NT.I metered sample is also upgraded for shifting
population pattexns, and the sample is completely’
replaced over a five year period.

A wide range of data is reported by the NTI/NAC
service. At the simplest level, the NTI meters are

" used to estimate the percentage of all U.S.+homes

with ‘TV that were watching a given network. This is
known as a rating. From this, Nielsen estimates the

" number of homes in the audience for a program.

National ratings for non-network programs on PTV and
independent stations ‘are more difficult to obtain
because the meters only 1nd1cate the channel that was
watched; this is of little use in non-network sit-
uations where different channels around the country
are carrying different programs. At the most complex
level, there is the NTI/NAC Audience Composition
Report issued at regular intervals. This combines
data® from the meters in the NTI sample and the
diaries provided by the NAC panel. ‘In a middle level
of complexity, the NTI metered data have been used

to generate %udience estimates within household
typoltogies. Ratings can be generated for.income
levels, regions of the country and so forth. By
connecting the meters with a central computer, one -
can generate instant rat1ngs The morning after a
program has been on the air, network executives have
the ratings in their offlces via teletype terminal.

Both Nielsen and Arbitron provide ratings for
locd1 television stations by 'markets." . The Nielsen
service is known as the Nielsen Station Index (or
NSI) Its reports are called Viewers in Profile
(or VIP) books. Arbitrom provides Television
Market Reports known as the Arbitron books.
services are basically quite similar.

Both servicés dlvrde the United States into.
approximately 200 television markets. These are non-
overlapping and cover all counties in the contiguous”
48 states. Sampling is based on counties, and
weighting procedures give approx1mate proportions to.
the respondents in specific countiés. The key to the
local ‘market audience reports is the diar that is

The two

placed in eath home in the NSI or Arbitron sample.

The key to the survey method is the placement. of
these diaries. Both rating services use telephone
solicitation to help place diaries; thus, the -sample
1§ drawn- from among hpmes with telephone numbers.
(The ‘actual procedure is quite complex and NSI has
Tecently introduced a méthod for reaching non-pub-
Phone calls are made to prospec-

tive sample homes to enlist cooperation. (Arbitron

" precedes ‘the phone call'with a letter.)-, The calls,

also help determine the number of e1ev1slon sets in’
the' home. The diaries ‘are sent’ (one for each set).
The final stage
of the survey procedure is in the hands of the diary
recipients. They must complete and return the
diaries. A spot check we have conducted indicates
that the resporise rate. varies from 48% to 60% of

The typical rate
is in the middle of this range. Both rating services
seem to get ‘similar rates in the same market.

% You may be wondering what the diaries are like.
They are small booklets that have pages cover1ng a

oo
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‘seven-day period. Days are divided into fifteen-
minute periods, and respondents are asked to indicate
whether the set was on or off. If it was on, they
are asked for the channel, the program, and the mem-
bers of the household who were watching. All the
information can be indicated with simple marks on the
diary form. The diaries are self-mailers, so at the
end of the survey week respondents seal the booklets
and drop them in a mailbox.

The local market reports of both ratlng services
‘cover a number of four-week ""'sweep' periods each
year. Over each sweep, local ratings for most urban
markets reflect responses from 800 to 1,300 diaries.
Over the course of a year, we estimate that the two
rating services collect data from as many as 1.4
million households. (Given response rates, this
means that initial contacts reach over two and a half
million homes per year.) While the sample size for
“a single week in a small market may be relatively
small, data aggregated over four weeks or several
markets or several sweep periods tend to provide
stable, .feliable estimates of audience size and com-

) pos1t10n ‘

Since the NSI and Arbitron local rating systems
are dlary based, they give the same kinds of infor-
mation as the NAC panels. The local rating books -
give ratings for all programs on the air in a market:
network, independent, or public. They also give the’
demographic composition of the audience by age and
sex of viewers.

In recent years, both rating services have estab-
lished local metered markets. They install meters
in a sample of homes, and thus they get almost instant
ratings from the computer for every day of the ‘year.
Remember, though, that in most markets ratings are
-only obtained in the sweep periods. This is why syn-
dicated programs such as the Nixon/Frost interviews
‘only have ratings given for major cities where there
are local meters. The NTI natiopal system cannot
easily deal with non-network audience patterns; NSI
and Arbitron local reports take weeks to produce,
and only local metered service can give next-day
‘audience estimates for local programs.

Radio audience ratings are obtained by a similar.
diary-based system provided by Arbitron. There are
two major radio sweeps per year, OFtober/November and
April/May, during which Arbitron surveys 163 dif-
ferent markets. Preplacement calls are made, and
Arbitron then sends diaries to every household member

.
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over twelve. There is also a mid-survey follow-
up call. to make sure the diaries are being kept.
Notice that radio diaries are based on listening by
each individual, while television diaries represent
all the viewers watching a particular TV set. That is

~how the radio surveys attempt to get information about

the use of car radios and portable radios. The empha-
sis in radio reports tends to be the total reach of

a station over a block.of time rather than the size
of the audience at a given moment.

In the end, the result of each of these surveys
is' an estimate of audience size; and there are many
different statistics that are used to describe the )
nature of audiences. Ratings réfer to the percentage
of all homes that chose to watch a program, shares
refer to the percentage of homes with a set on that
is tuned to a given channel, cumulative audience

refers to the homes that tune in at least once among

a group of programs or in a specified time period,
and various measures are applied to indicate the kinds
of people who are in the audience.

Commercial broadcasters take all of ,these data
and use -them to assess the response to their programs.
Over the years they have learned the relationships
between the ratings and demographics for one program,
and audience characteristics of other programs or an
entire schedule. The so-called ratings game is
played for large amounts Of money among commercial
broadcasters. The rules of the game are relatively
simple: -adjust your program schedule in any way you
can so that the audience measurement services indi-
cate you have as large an audience as possible. -

Ratings don't make things better or worse. They
simply indicate how many people have voluntarily
chosen to explose themselves to television. Inter-
estingly enough, an'analysis of viewership reveals
that upper income and upper educated gréups.have
increased their télevision viewing much more rapidly

‘in recent years than the other segments of society.

Perhaps more interesting, and more d1sturb1ng for
pollcy, is the fact that all studies indicate that
viewing levels are.almost as high when there are not
alternatives. That is, even if there were only one

‘channel in Chicago, a vast majority of homes would

still be watchirng whatever was on. The minute you
introduce the medium, the public overwhelmingly
chooses it.

“
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Workshopf Estimating Consumer Demand

Workshop:
Estimating

Moderated by Herbert B. Cahan, Secretary, Maryland
State Department of Economic and Community Develop-
ment, this workshop examined different techniques for
studylng consumer demand discussed in the morning

" papers. Workshop panelists included: Richard I.
Orend, Alan R. Andreasen, Russell W, Belk, George L.
Peterson, and Natan Katzman. -Participants were par-
ticularly concerned with how survey research tech-
niques could assist the producers of art (art insti-
tutions, Et@ﬁ) with the questions.or problems they
have in tlie area of consumer demand. The chief con-
cern expressed at the workshop by arts administrators
was how to increase demand or attendance at arts
performances.

B Two general approaches to this problem were put
forth. First, survey techniques could be used to
identify" regular attenders, occasional attenders, and
non-attenders at arts-performances. Additional sur-
veying of the occasional or marginal attenders could
yield information about factors that might induce them
to attend.  For example, in the study coriducted by.
Andreasen and.Belk, it was found that marginal attend-

ers would respond to certain pr1ce and product changes.

Two concerns were raised in the workshop discus-
sion with regard to changing the product to increase
attendance. First, concern was expressed that the
“artistic mission™ may be impaired if the performancc
is altered substantially. Second, regular attenders
or patrons may not care for the changed product. A
decline in their attendance could offset gains from
new audience. . L ‘

The second approach to increasing demand proposed

O
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consumer demand

by a workshop participant involved increased adver-,
tising. This approach assumes that increased aware-
ness leads to trial, which then leads to adoption.
Thus, increased awareness, through increased: ‘adver-
tising directed at groups of people who are not
already regular attenders, leads to larger audiences.
Once the new audience has been induced to attend, one
can then experiment with techniques that might
encourage them to return.

General trends in attendance at arts functions

‘were also discussed. Much debate centered on whether

there has. ‘been an "arts boom' in terms of attendance!
at arts functions in recent years. The consensus
reached was that the participation in arts events has
risen in terms of absolute members. However, it was
not ‘clear whether this was .attributable.to more
regular attendance by the same arts patrons or new
attenders. This suggested the need for more detalled
informatiof on attenders.
Also discussed were .current trends which might

,affect future attendance at arts events? Several
factors which are likely to increase attendance in
the future are (1) increasing level of education
among young adults; (2) rise in. the number of dual-
income families; and (3) decline in birth rates.

The ‘increased income of families coupled with having
fewer children will prov1de more money and time for
leisure activities. However, it was also noted that
producers of alternative forms of recreation or

. entertainment aside from the ‘arts would increase

their efforts to compete with the arts for the
recreational ''dollar."
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P ‘The Policy Uses
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‘Audience Studies
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David Cwi | '

Among arts councils and planning agencies there is an
increasing awareness of the need for policy relevant
data of the sort available from surveys of arts audi-
ences and more .general populations of interest. This
paper will review data collected as part of recent
policy oriented research conducted by the Center for
Metropolitan Planning and Research of The Johns
Hopkins University. A basic data base on the current
audience _for the arts will be reviewed with examples
given of the impact of particular policy considera-
tions on additional data requirements and overall
research design. )

In the last three years the Metro Center has con-
ducted two sets of audience surveys. One project was.
conducted jointly with the Regional Planning Council,
the Baltimore area's council of governments agency.
THis project sought to develop and evaluate metropol-
itan-wide private and public sector approaches toward '
arts policy development and funding and examined 14 .
representative arts institutions on a number of audi-
ence, finance, program and management dimensions.
Last year the Metro Center conducted further audience
survays at eight of these institutions as part of a
case study designed to pilot an arts economic impact
model.3

When we began our Baltimore rescarch it was
assumed that little was known with confi-dence about
the current audience for the Ldltimore area's cul-
tural resources. Research was conducted in order to
resolve uncertainty and provide a basic policy rele-
vant data set.. It was thought particularly” important
to (1) develop a basic profile of the current audi- °
ence for selected local arts institutions and (2)
assess local institutional impa¢t, e.g., spending.by
resident and tourist.audiences. The survey instrumént’
was designed to (3) allow institutions and:their . ..

audiences to be compared.and contrasted using measures .,
" of community use .and suppbrt felt to be pollcy rele—‘

\

vant and (4) questions were, 1nc1uded of 1nherenn \
interest to part1c1pa¢1ng institutions and orgaq1za-
tions. '

Local planners. may be surprlsed by the wealth of
information that can be gathered using self-adminis-~
tered questionnaires completed during intermission,
before the start of a performance, or while visiting

a museum or other cultural facility. Audiences in
Baltimore were asked to report the political juris-
diction in which they lived--the metropolitan urea
consists of Baltimore City and five surrounding
counties-~their zip code, age, family income, occupa-
tion, education, the size of thelr party, and spending
by the party in addition to admission cliarges.
Tourists: were asked whether their intention to attend
the examined institutibm was their principal reason
for being in Baltimore. In addition, local audiences

were asked to report the frequency of their attendance

not only at the ,institution at which they completed
the questionnaire, but at all the other institutions

in the study, as well as whether they were subscribers -

or members, and how much they contributed. Data was
also gathered on respondent sex and race.

Specific policy purposes of the sort that will be
examined below may require planners to gather addi- =
tional information, not only about arts audiences
but morec gemeral populations. But data of the sort
ideritified above can be used both to compare and con-
trast cultural institutions and to answer basic ques-
tions about their current aud:cnces.

‘For example, the data can help to identify the
total number of individuals served by an institution -
by adjusting total reported attendance by respondents!'
reports of how frequently they attend. Service maps
can be created for each institution based on the
reported residence of users. More gencrally, planners

“as well as institutional managers could use the data

base to answer a variety of interesting qucstlons

Is there a core group of individuals who frequent-

1y use community institutions.or is the audience for
the visual and performing arts highly balkanized

among institutions? Are there natural audience group-
ings; for example, are museum audiances more likely

to aLso attend the theater rather than thc«symphonyv
With respect to" the pcrformlng arts, are there intcr-

éstlng dlfferences between single tickKet buyers and

%ub§c11bbrs” For all indtitutions, how do conttribu- '
tors and frequent useys differ from non-contributors
and infrequent users? What are the chavacteristics’
most highly correlated with being a contributor and
attending frequently? Do contrlbutors to one art form

Dav1d Cwi is a‘'Senior Research Assoc1atc, Center for Mctropolltan Plannlng and Reecarch The Johns Hopkins

University, Baltimore, Md.
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The Policy Uses of Audience Studies

also give to others? and do they give the same amount?
~ If local planners know the number of contributors re-
ported by each institution, audience data may allow an
estimate of the total number of local individual con-
tributors to the arts. - Institutions can be ranked
according to their effectiveness at raising funds from
among the audience,'frequent-attendefs, individuals
of means, and so forth.

Institutional managers would find this 1nforma-
tion useful in developing marketing and program
strategies, Decision makers may find data on service
and effectiveness in marshalling community support
to be useful in evaluating requests for subsidy, in
developing new programs, arid for various policy. spe-
cific purposes, e.g., verifying that public expendi-
tures on artistic and cultural activities have impor-
tant community externalities,

In recent years arts advocates have been espec-
ially interested in assessing the economic effects of
arts and cultural institutions in the belief that

. this information was particularly influential in the
public. appropriations process. Audience surveys can
be used to identify spending by audiences, one impor-
tant dimension of an institution's economic impact.

It should be noted that all the.externalities cited in
justifying public support can to some degree be ‘exam-
ined utilizing information available from surveys of

'~ arts audiences or a more general population of interest.

Other externalities typically cited include the role
of artistic activities in the development of local
identity, pride, and international prestige; the con-
tribution of the arts to the education of children and
adults; the broader influence of artistic and cultural
amenities on the location decisions of individuals

and businesses; the interdependence of art forms so
that if we enjoy one.art form we benefit from support
to other art forms; and the desirability of securing
today's celtural heritage for future generations.
Nationally, data on these externalities is spavse.
This may be a bleSsing in disguise'inasmuch as were

it to be available, it might be 1mproper1y used in
public policy. decisions.

As communities develop spec1f1c goals and objec-
tives, they will come to evaluate both the adequacy
of the basic data set of their choice and the fre- ~
quency with which it is felt necessary to collect
data. Community goals and objectives are particu-
larly important as the background against which
research findings ean be interpreted as ''good' or
"important' or "bad'" and '"undesirable."

For example, a recent resolution by the Unlted
States Conference of Mayors calls for local government
to 'help make the arts available to all their citizens"
despite '"the barriers' of '‘circumstance, income,
background, remoteness, or race. "6 Let us suppose
that an audience survey determined that certain types
of individuals,were not present in the audiences of
the examined 1nst1tut10n to the same extent they were
present.in the general population. Further, suppose’
a community interprets "making the arts available to
all'" not in terins of new activities geared toward '
under-represented groups, e, g., Spec1a1 programs on
television or in schools and othér settings, but in
terms ‘of attendance at nmuseums and*live perfermlng
arts events at their 'traditional sites. Suppose
also, that ‘the community has developed policies:to
accomp11sh this. The 1mp1ementat1on on a recurring
basis of the sort of survey noted would serve to
monitor the effectlveness of these p011c1es by
identifying 1ncreases in attendence over time by a
population of 1nterest This suggests that with the

“ development of specific policy obJectlves there will
evolve a need for information associated’with the
tasks of program development and evaluation; and

LY

‘bought and borrowed, but citizen satisfaction.

this may require the. implementation of recurr1ng

surveys.,

Any discussion of data needs related to the
evaluation of program effectivéness or quality must
address the interplay between data on institutions,
for example, their finances and levels of service,
and data on user satisfaction. - 'If we were discus-
sing library service, we might acknowledge that
the best indicators of quality service would not
be the money spent and the number 6f books that were
- Are
books available when desired? Are the needs of
specific groups, e.g., the young and the aged, ade-
quately met? )

In the case. of the arts, data on institutions
might be augmented by studies of audience satisfac-
tion with present services and reactions to pro-
posed alternatives. While satisfaction with. current
services would be indicated indirectly by increases
in the absolute number of season subscribers, the
percentage who resubscribe, the percentage who
become- contributors, and so forth, audiences could . -
be asked directly to identify.their likes and dis-
likes on a variety of issues. In this regard it is
important to note that measures of respondent pre-
ferences for services may have, limited use to the
decision-maker if views are based on little or,
incorrect "information.

At 'some point, the policy maker may not only
want to monitor the quality of service and the
effeet of various policy initiatives, but also pre-
dict what would happen if other policies were ‘adop-
ted. Or, he may want to understand why a policy
intitiative failed; for example, why do under-rep-
resented segments of the community fail to respond
to opportunities to attend certain live performing
arts, or why haven't contributions .increased? To
some .extent this may require an evaluation of the

" marketing of the service; i.e., people sometimes fail

to act because they were not approached in an effec-

tive manner. It may require’an examination of the

general environment; e.g., 'you cannot attend an

event if you lack transportation. It also may re-

quire the development of models that incorporate the

key variables associated with becoming an arts .

attender and becoming a contributor. The eventual

models will be developed on the basis of multi-

dimensional longitudinal and cross sectional studies

not only of art users but of the general popula-

tion of non-attenders. With the advent of such

models, local and national policy makers will be in

a position to evaluate the extent to which ‘they can

shape -community use of artistic and cultural oppor-

tunities and estimate the cost of alternative programs.
But the beginning of the public policy process is

often the identification of community needs. An examin-

ation of audience satisfaction and desires together with

surveys' of the perceptlons and desires of the general

‘population can bg conducted as part of*the communlty

e

needs assessmént process. @ o
In this rqgard it is 1mportant not to suppose
that‘becagse a demand has been identified, one has
also identifed:.a public need. A% the rlsk of fa111ng
into a semantic thicket, consider the following exam-
ple. We might discover that there is a segment of
the population that could be induced to use a drive-
in movie were one to be built. And we might know that
the cost of providing this service could not he
covered solely by'box office revenues, at least not
without pricing large segments of the population out
of the market. Evidence of demand for, and even use,
of, such a facility would not tell us how government
ought to respond with respect to subsidizing provi-
sion of the service. An ‘assessment would.have to be

31 . .
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made that government involvement in the provision of
the service was in the public interest, perhaps on
either or both the externality grounds noted earlier,
or becuuse the service was a '"merit good."

Many._individuals believe-that tho-arts—gre merit
goods,. i.e., goods whose production and .consumption
should be encouraged by public subsidy simply because
they are meritorious, irrespective of the public ex-
ternalities prompted by such support. Advocates for
the arts.are aware of this and also aware that ques-
tions of public needs are ultimately settled in the
political arena rather than by the research process.
Consequently, arts advocates have sought- to use data
on pub11c perceptions to advocate certain goals as
being in the public interest. In this*connection,
they are often content to stay at the level of
"X percent of Americans think that art is important"
as a charaecterization of publi¢ perceptions to which
the corresponding goal is expressed as '"No American
should be deprived of the arts.' Such goal statements
have limited usefulness in individual policy and pro-
gram decisions. They &re analogous to "America i
nice .country" and 'no foreigner should be deprivgd: of
a visit." In fact, the statements about art m
worse.
When people say that arts are important, what
mean by art?
and for whom?
where?
others?
a fully professional symphony or two ballct compant
and a museum? Almost anything you could propose would
help ensure that some American, somewhere, some way,
sometime, got exposure to something that someone
called art, thereby heiping to ensure he wouldn't be
deprived of it.

To the extent that publlc opinion is important,
and subject to caveats noted earlier, it might be help-
ful to identify the relative importance assigned by
the public to "the arts" or particular forms and
activities as compared to other pubiic programs and
functions. This might be especially helpful when de-
cisions have to be made regarding the allocation of

‘limited public dollars among various competing inter-

ests both within the arts community and between 'the
arts" and other public functions. Multi-dimensional
studies would be required should local or national

policy makers. think it important to so.t out local
preferences in a way intended to assist decisions re-
garding specific¢ goals and objectives. ’

In closing, I want to emphasize that researchers
have to be careful when they go beyond reporting
findings and attempt to interpret the policy implica-
tions. .Researchers may be on safe ground when they
are content to identify the sorts of questions which
can be addressed by their data. But researchers may
sometimes not be aware of the responsibility they
assume when they go beyond elucidating their findings
and make recommendations regarding goals and prior-
ities. At that point, they become advocates for a
particular point of view. Whether they want to or
not, they've entered the political arena which deter-
mines the alternative demands and goals that will be
treated as national, state, and local needs.

\

- Footnotes

1 Spec1a1 thanks to Stephen Gottfredson for his
usual hc)pful comments.

2 In Search of ‘a Regional Policy for the Arts:
Phase 1 and II, The Johns Hopkins University,
Center for Metropolitan Planning and Research, 1975
and 1976. -

"3 Economic Iimpacts of Arts and Cultural
Institutions:' A Model for Assessment and Case Study
in Baltimore, Research Division Report #6, The
National Endowment for the Arts, 1978.

4 Various problems inherent in the identification
of audience spending are discussed in an appendix to
Economic Impacts of Arts and Cwltural Institutions,

op.cCit, cit.

5 Fon a discussion of the possible misuse of
economic impact data, see Economic Impacts of Arts

and Cultural Institutions, p. 29, op.cit.
6 Adopted in 1974,
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Michael Useem and Paul DiMaggio

The ‘purpose of our research was twofold: -to summarize
information on the composition of the American public
for museums and the live performing arts, and to
assess the technical quality and the utility of
studies of arts audiences. Information was gathered.
from three major sources. First, a collection of
materials from 270 studies of museum visitors and per-
forming arts audiences was compiled from an intensive
search of libraries, indexes, and bibliographies;

- and from over 600 responses to an inquiry mailed to
.more than 1,200 museums, performing arts institutions,
arts councils, and other organizations involved in the
arts. Second, directors of 110 recent audience
studies, reports of which were received by January 1,
1977, were mailed an extensive survey. The survey
forms, returned by 86 study directors, obtained in-
formation on study-dlrector background, character-
istics of the organization conducting: the study,
information about the relationship between the con-
duct1ng and subject organizations, research methodol-
:0gy, and managerial applications of research results.
Finally, intensive structured interviews were con-
ducted with directors and users of twenty-five
" audience studies, selected on the basis of recency,
region, and representativeness of the range of insti-
tutions studied and type of research undertaken.
‘These interviews yielded data on reseawxch applications,

* the purposes for whigch studies were_undertaken, the

manner inswhich research findings entered the decision-

,making process, and factors, facilitating and imped1ng
"the use of research in managément and policy making

'
¥

The: Character of Arts Audiences T !

. . The stud*es .from which findings were drawn included
. data on visitors to art, history, science, -and other'
s, ‘museums; and audiences for theater, class1cal mu§ic,
opera, ballet,'and dancé. Institutions whose audiences
were -surveyed ranged widely in size; function, and t
location. Nonetheless, they by no means represent a
stratified sample of American museums and live perform~
ing arts organizations " In particular, audiences for
ethnic music, jazz, and other popular art forms were
not included.

Because different studies asked different questions
and used divergent schemes for categorizing responses,
comparability was established for categorical vari~
ables (gender, 8ducational attainment, occupation -and.
‘race) by tabulating percentages of respondents in those
categories used in the greatest number of studies.

Michael Useem is Associate Professor, Boston UniverSity, Boston, Massachusetts.
Doctoral Candidate, Department of Sociology, Harvard University, Cambridge, Massachusetts
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~ osition of the audiences for which reports were avail-

" was 30; with a four-year college degree, 54 percent

For continuous variables (age and income), comparabil-
ity was establish.d by calculating median figures for
each audience studied. Our findings about the comp-

able are as follows:

While the percentage of men and women in the
audience surveyed varied widely by art form, over-
all medians did not differ greatly from the popu-
lation at large. The median male percentage was
46 percent for museums and 43 percent for the per-
forming arts (compared to 49 percent for the pop-
ulation as a whole). Among the different art
forms, audiences for ballet and dance were the most
heavily female (60 percent) and visitors to science
and history museums were the most preponderantly
male (53 percent).

Age. The median age for performing-arts aud-
iences was thirty-five, and for museums it was thirty-
one. .The median age for the United States' pop-
ulation ds’ a whole is twenty-eight; for Americans
aged sixteen or older, it is forty. Among -the art
forms, ballet and theater audiences were youngest,
and opera and symphony audiences oldest. Children
.were well represented among science and history museum
Vis1tors, but largely absent from other audiences.

Educational attainment., Educational attainment b
appears to be the individual characteristic most
closely related to attendance at museums and live . '
performing arts events = Although audiences varied ' ‘
considerably, ‘medidn educational attainment was in
most cases Very high relative to the populat;on at-
large. The median percentage Wwith graduate training

(as*opposed ‘to .14 percent of American adults), with
ro schooling beyond hfﬁh schoel; 22 percent (U.S.
adults, 74 percent); and Without a high-school
diploma only 5 percent (compared to 38 percent of all -
adult Americans). Median education.was higher for
performing-arts audiences than for musuum visitors,
higher for ballet and dance than for theater, and .
higher for art museums than for science and history BRI
museums .,

Occupation. The most notable findings were the
high median percentages of professionals in the
audiences surveyed relative to their share of the
employed civilian work force, and "the rarity®of blue- e
collar workers among attenders surVeyed in art i
museums and the performing arts. Professionals con-
stituted 56 percent of employed persons in the average

Paul DiMaggio is currently &
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audience, but only 15 percent of the employed civil-
ian work force. Visitors to museums other than art
museums were less likely to be professionals than any
other -audience group. Blue-collar workers constituted
4 percent of employed persons in the ‘median audience,
as opposed to 34 percent of the employed civilian
work force. Blue-collar workers were found in-museums
other than art museums in substantially greater num-
bers than in audiences for ‘the performing arts or
ambng visitors to art museums. Students were present
in all audience groups in disproportionately high
numbers; managers participated in audiences in pro-
portions greater than their share of the population;
and clerical/sales workers, homemakers, and the re-
tired and unemployed were slightly underrepresented a
-relative to their share of the population.

Income. Median incomes were adjusted for infla-
tion to constant mid-1976 dollars. The median income
for performing-arts audiences was approximately
$19,00Q, or about $4,000 more than the United States
average. Median incomes ranged greatly from audience
to audience, although almost all were above the
national average. Median incomes were somewhat
higher for opera, and lower for university and out-
‘door theatrical productions. Median incomes for
museums were about $17,000, with visitor incames for
science and history museums considerably lower than
for art museums. .

Race and ethn1c1_x The paucity of 1nformatlon
collected on race and ethnicity and the absence of"
studies of audiences for predominantly ethnic events
makes generalization hazardous. Minorities partic-
ipated in the relatively few audiences for which data.
were available at rates consistently, lower than their
share of relevant metropolitan populations. Their
relatively low representation in these audiences may
be due irn part to the-fact that minority group mem-
bers,; on the average, are younger, have less education
and lower incomes, and work in less prestigious occu-

° patlons than white Americans.

’ An analysis of trends in audience composition
failed to find significant changes over time. It is
possible that change has occurred but was indiscern-
able because of the relatively few pre-1970 studies
available and because of extensive variation among
study procedures.

An. analysis of frequent and 1nfr°quent attenders
found that frequent attenders reported themselves to
.be better educated and of higher income than less
frequent attenders, but similar’in gender and age.
With the exception of intensive theater-goers, heavy

\ attenders in one live performing art ‘form participate ¢
1ntens1vely in others as well. A - :
. An examination of econom;c impact studies 1nd1-

" cated that, while def1n1t1ve methodologles have, not .
yet been developed the amounts spent on incidentals
by performlng arts’ attenders vary greatly, but appear
to have substantlal aggregate effects.

Finally, a review of atiitude studies 'indicated
w;despread publit: support’ for 'the general principal
of government aid to the arts, but with support for
subventions to specific Kinds of arts 1nst1tutlons
varylng cons 1derably

-

.3

The Study of Arts Audiences
Study reports and data from the ques ionnaires

returned by study directors were used to rate .the tech-

nical quality of each of eighty-six studies. Multiple-

regression analysis was used to determine the effects
“on.quality of relevant study characteristics (level

of funding, investigator's profession, type of

organization conducting the research, prior research

‘gers.

: found to be hlghly useful to managers.

experience, and whether the study was in-house or done

T

by an outsider). . When the impact of each factor was
assessed with all-others-held constant, level of
funding proved of greatest importance, with inves™-
tigator profession also significantly related to
quality. In general, more expensive studies were of
higher technical quality, as were those directed by
social scientists, other professional researchers,
and marketing specialists, as opposed to arts mana-
Together these variables g£xplained more than
63 percént of the total variation in quality among
the studies assessed. Scales rating‘each study's
utility were then developed from directors' .reports.
Analysis showed no relationship between the technical
quality of studies and their usefulness to managers
and policy makers The only factor with any s1gn1f1-.
cant impact was an interaction between two variables®
experienced in- hopse researchers produced more useful )
research than outsiders or inexperienced in-house in- -
vestigators. Nonetheless, in ‘contrast to the 63
percent of the variation explained in techmical qual- -
ity, less than 10 percent -of study utility was pre-
dictable from the variables assessed.
We drew on forty-two interviews of users-and
directors of twenty-five audience studies to explain
the impact of organizational factors on research
usefulness and, in particular, to understand the sur-
prising lack of relationship between study quality ‘
and utility. In contrast to the conventional view- ~
point on applied research, which suggests that institu-

" tions undertake research to obtain information needed to

make specific managerial decisions, it was found that
audience studies were undertaken for broadly polit-
ical reasons, because an opportunity  for relatively

““cost-free research'presented itself, or because of o s

diffuse and general ‘concern about one or more areas
of management. Also in contrast to the conventional
viewpoint, research was found to enter into decision
making in ways that were marginal and indirect.

" Study findings were marginal in that they were used

against a complex background of previously acquired
knowledge and beliefs; decisions involved not only
rational data-based calculations, but also choices
among competing values- and priorities’; and research
was often relevant to marginal problems. The input .
of research was indirect and difficult for inter-
viewees to assess precisely’because study findings
were less often used to solve problems than to cata-
lyze action into.a broad managerial area, to symbolize
commitments to particular priorities or concerns, or

"to identify problems as they arose.

audience studies were
For the
seventy-seven appli-

of which two-

Nonetheless, once completed

twenty-five studies assessed
cations or outcomes were mentloned

.thirds were pr1mar11y 1nstrumental and one-third
-principally related to internal p011t1cs (e.g8.,

legitimating managers' decisions) or external "pél- . '
itics (&.g. lobbying or fund- raising). ‘' The greatest o
number of appllcatlons (29 percent) wexe for physical . ‘

" planning, Ffollowed by internal politics' (22 percent),’

marketing (20 percent),~re5earch (12 percent), exter-
nal polltlcs (12 percent), and progranm ‘ot exh1b1t-.
content planning (6 percent), .

In general, audience studies had powerful effects
when their findings confiirmed the suspicions of arts

r's

- managers; when an influential person within the insti-

tution  actively sought implementation; when the
authority of outside researchers lent legitimacy to
their feelings; and when researchers were involved on
a sustained basis in staff deliberations. Studies
failed to“make an -impact when there was high staff
turnover; when influential individuals were hostile
or indifferent to the research; when organizations
lacked the resources to useé the findings; and when
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study reports were confusing or percelved as trivigl
or inconclusive.

- Little concern was evinced for research technical
quality. While the lack of connection between tech~
nical quality and ut111ty to some extent reflects -a
lack of training and experience in research methodol-
ogy, the willingness of 'arts mamagers to use the
findings of research that does not meet conventional
technical standards 4s in large part a rational
response to three aspects of the environment in which
arts organizations function. First, most arts organ-
izations have too little time, money, or-experience

ERIC .

Aruitoxt provided by Eic: . ) :

to undertake or sponsor high-quality research;
second, most arts organizgtions have virtually no
.systematic irformation about the composition, atti-
tudes, or habits of their audiences, so that any

. increment in knowledge can be valuable; finally, lack
of concern with technical quality reflects arecog-
nition of the way in which research fihdings enter
into the decision process: as marginal, indirect,
reinforcing, suggestive, expressive, or symbolic
inputs that depend little on the precise technical
methods employed. - . N
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"Wor'kshop' Tutorial: lrﬁproving Audience Studies

Workshop Tutonal
Improving .
Audience Studies : ,

Moderated by tugh Southern, Exe;utige Director,
Theatre Development Fund, New York, this workshop
was devoted to basic issues underlying the design.

-« and implementation of audience studies and the anal-
ysis of resulting data. Panelists were Michael
Useem, Paul DiMaggio, and David Cwi.

The workshop began with presentatlons by’ the
panelists regarding practical issues in the design,
staffing, implementation, and analysis of audience sur-
veys. While the workshop was intended as a tutorial -for
conferees with little or no experience in conducting
audience surveys, it quickly became apparent that the
majority of those attending were associated with a.ts
institution5 and had previous experience in con-
ducting audience studies. Conferees showed some
interest in improving their technical understanding

ERIC

" niques and information from the standpo1nt of the

@

of audience studies, but they were especially inter-
ested in comparing experiences with others in the
workshop. While participants indicated that .audience
studies are becoming a standard practice, many seemed

unsure as' to whegther the information gathered.was
_worth the effort,
.These individuals had attended the workshop in the hope

time, and- other resources expended.
that case studies would be presented to identify tech-

various organizational purposes for which it was
valuable. . In particular, participants were concerned

with the role of audience studies in the developmént‘
of the institution's marketing . plan, considered as
the plan by which the institution could increase it

. visibility in the community, its level of contribu-
tions income, and its ticket sales.
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Research
and public policy

- The conference brought together researchers, arts
‘administrators, working artists and public officials--
an eclectic and exciting mix of resources and points
of view. By the close of the second working day,
conferees had come to know one another personally and
had begun the critical discussion and exchange of in-
formation central to the success of any conference.
The dinner event enhanced this natural conference pro-
cess, while the dinner itself was exciting and ele-
gaptly executed in the magnificently restored banquet
hall of the former Belvedere Hotel. Introduced by
Francis D. Murnaghan, Jr., President of the Board of
Trustees, the Walters Art Gallery, each of the dinner
program spedkers addressed one aspect of the ro.: of
research in the development of public policy.

Information and Politics ,
The Honorable William Donald Schaefer, Mayor, City of Baltimore
The dinner program began with wglcoming remarks by
The Honorable William Donald Schaefer, Mayor, The City
of Baltimore. . Mayor Schaefer called attention to the
wealth of cultural resources located in the city, and
noted that they had evolved hlstorlcally due to the
efforts and philanthropy of a few individuals. In
turn, the Baltimore City has responded so that today
it is among the leading cities nationally in local
governmental support for artistic and cultural activ-
,ities. Mayor Schaefer emphasized that the city's
award winning and nationally recognized urban renewal
efforts required an equdl.emphasis on assuring the
amenities needed by a truly alive and cultured city,
However, he also emphasized that in the conflict of
" priorities and public needs, it would be increasingly
difficult to increase public funding of the arts
unless the supporters of these activitie$ came for-
+ .. ward to argue’ the case for public support.

s “and’ 1mpact of these activities was impottant, but
from the view .of publlc off1c1als, it negded £o be '
" complemented by, evidence of publlc support for arts »

" appropriations. i .
. L]

Information and Policy. Goals
The Honorable Clarence D. Long, (I.S. House of Representatives

Mayor Schaefer was followed by Congressman
Clarence Long, member of the House Interior Appropria-
tions Sub-Committee, which reviews the Arts Endowment
budget. He is from the 2nd Congressional DlStrlCt,

Maryland. v
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Congressman Long's informal remarks' focused on
the broader goals of programs of public support for
the arts. He noted at the outset that the arts--
whether the development of new art forms and activ-
ities or the preservation of the old--hhve always
been subsidized. In particular, .artists themselves
have implicitly subsidized the arts by accepting a °
lower standard of living as compensation for their
commitment and contribution.

Congressman Long did not believe that artistic
development could be left totally to the market
place. If artists were forced to respond.to the
market place, their activities would reflect the hard
realities of market economics which dictate that
"competition meéts in_the middle," i.e, directs
itself toward the largest share of the market.
sequently, artistic production would tend to be
conservative. . Subsidy was needed if only to assure
innovation.

At the same t1me, the Congressman cautioned that
there was a natural tendency for’ public subsidy to
go to those with ‘power and "'know how"--organizations
that are already famous with an established private
sector constituency and adequate resources--
rather than to organlzatlons and areas in real
need. :

In thi’s connection, the Congressman suggested
that the Endowment had yet to formulate its goals,
but was putting out dollars 'in all directions.'" 1In
particular, he saw the need to identify whether the
basic philosophy of the Endowment was to help the
best get better or to "raise the whole :average' by
helping those currently below average. Congress-
man Long emphasized that, since we cannot predict
“who will be great," publit policy_ should.not :
set qualification standards geared ta protecting
against failure and, consequently, cut* off from

'support individuals’ -and onganlzatlons that mlght :
later come to ,make substantial contributiens.,,

- *Believing that "art is the .nost enduring element"
of a civilization, 'the Congressman expressed the need
for the continued development of the 'National
Endowment-and the utilization of research findings in

" the development and evaluatlon of agency.programs.

The Policy Makers’ Need for Research Information
Livingston L. Biddle, Jr., Chairman, The National Endowment for the Arts

The formal remarks of Livingston L. Biddle, Jr.,°
‘newly appointed Chairman, The National Endowment for the |

Con-
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‘Arts, highlighted the evening program. The speech =  significant iimpact ‘on the lives of artists,
represented the first major policy address by the new i through policies in areas such as taxation,
Chairman and served to further emphasize the impor- \;,, unemployment, jobs, and health and welfare °
_tance that the Endowment had begun to place on the benefits: The more information that 'is avail-® °
activities of the Rescarch Division. Chairman “*“ghle, the more the Endowment can work with -
Biddle's address is reprinted below. - other agencies invareas that affect the arts.
) . Good hard information in the arts is- im-
No single area more clecarly demonstrates the portant, then, to Congress, the Arts Endowment,
changes at The National Endowment for the Arts and other federal, state and local agepcies.
than the work of our Resecarch Division. In . But there are aiso many other current and fu-
earller times, priority was placed necessarily o ture constituencies to be assisted from
on other areas. In those days, there was a . established arts orgarizations to newly devel-
skeptical attitude nationally toward directly ) oping groups. Becausc these demands.will
funding artists and arts organizations, while .continue to grow, I think we need to broaden
the lack of funds made it difficult to address the base for support of arts research 'in order | .
' critical necds. . to involve other agencies, institutions, public,
This conference represents a real maturing interest groups, and universities in commis-
of the Arts Endowment. We now recognize that " sioning work in the field. ]
our thinking has to go beyond the time span of This work needs to concern itself with the
a few years. We must fully understand all needs kind of basic information which, say, agri-
in the arts, and we must “ave better infor- . culture, transportation, or housing can command.
mation in order to set.priorities and make T The standard economic series have paid little
decisions. ) o ) attention to the arts in the past, and, as a
" Qur change in attitude is.appropriate given result, we know less than we should about such -
the development of the arts community and the ) fundamental matters '‘as attendance and ticket
Endowment. In recent years the arts have . ) " sales, earned income, and.operating expenses
grown tremendously. We have twice the number " for the performing arts. In each area of the .
of symphonies and opera companies, four times. | Co arts we need a full range of input-output data; ) ®
the number of resident theater companies, and we need to know a lot more about the geograph- . P
Seven times as many dance companies as we had . ical distribution of the arts as a major
at the Endowment's inception. Moreover, during " national activity; we need long-term conti-
this same period the Arts Endowment itself has . nuity for all our data. ¢
grown from a budget of less than $2 5 million ‘ I recognize that useful work has already
to one of more than $115 million." The ‘Endowment ) begun. Of course, we are all greatly indebted
now spends a significant amount of public money, to the Ford Foundation surveys, and there are
and the impact of these funds on artists and service organizations which have begun col-
‘their institutions is correspondingly increased. lecting very important data in their particular
o '+ This expansion in.the arts and in government h areas: Opera America, The American Symphony ‘
support for-them puts a new value on research. . Orchestra League, Theater Communications .
Legislators and arts administrators alike are Groups, and The Association of American Dance '
faced with increasing public demand.for the Companies are among these. Also, I think the
“arts. In responding to this demand they must Endowment's Museums U.S.A. study is a real con-
- """ deal with questions of accountability, evalu- ' tribution to the assemblage of important infor-
. ation, and long range planning. mation. Within the Endowment, we are concerned
. . Today, researchers are beginning to make about making our own data more accessible to
' information available that is essential to the ' research through computerization, and the -
Arts Endownient. Our supporters are looking for Rescarch Division is moving towards an annual
evidence that programs work, and work effective- data Series which wauld use the grant applica-
ly. We need a continuing judgment about our : tion process as a means of data collection.
relationship to all aspects of the arts and | i Ideally, our work would be of help to many
about the effectiveness of funding at different agencies, public and private,.but as yet we '
levels of government. We need to know about : - have not .often been able to match that intent
the ways in which we are meeting our program * with action. Some of the research done by the ’
goals and about alternate strategies in our’ Arts Ehdowment has' been of use to the states,
. ~ planning. All require a solid basis in the best . for ‘examrle, and we want to go further in that
o - available data. . ) direction. . We are working and want to work
A good example of our need for information 1ncrea51ngly with the states, espcc1a11y through
can be seen in the questions raised by the the National Assembly of State Agencies, to ' .
Office of Management and Budget at our recent T approach rescarch problems in a way that com-.
hearing. "These were among the questlons they ' . hines state 1nterest5.w1th our own nceds on ‘the . '
asked: ' . : N federal level. . - ¢ y
' . : ) ' v
@ --What should the arts sector of the economy . Ao However, 'as we.mové to imprbve our research | .
. " look like in rormative terms? - . ! s and gather‘needed information, we need togkeep .. T
. . --What.is the optimum iix of sources of income * '} "in mind some dlfflcultles ' Even the most rudi-
: to support the drts? ' ) mentary kinds of ‘data ‘collection 1mmcd1ate1y
—-What ddes rescarch indicate w1th respect to . raise Yuestions of definitions and snmpllng ‘
elasticity of demand for the various arts techniques which need to be worked out. I hope
; disciplines by socioeconomit status? that researchers can rdspond to cxisting dis-
We need to answer such questions with the full- - parities by developing greater uniformity in .
L ness of information they deserve. " ~ ' the rescarch language and techniques by which
! Research is important to the Endowment not they describe arts activities. But researchers
only for internal program planning, but to ) can distort our point of view even when there -
.enable us to speak for the arts to other gover- is -agreement on definition and proccddxeb For
ment agencies. Governmental programs have a ° example, facts and figures about the arts as 2
i ’ o . . ¢ .
Qo . . : oo ' :
EMC . L : go" . 38 . . .
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major national 1ndustry scem to br1ng their

1mportance to people in a special and cenvine-’
ing way. In showing how the arts are focal
points for economic activity, they become more

~visible and related to the cveryday life of the

{70 Provided by ERic:

community. While we pursue this line of re-
search and show the place of the arts in our’

~economy;we need-always-to keep-in mind -that

the core purpose of the grts is nat economic,
Economists doing research for the Arts Endow-
nent have made a specidl point to remind us not
to lose our perspective. Economic impact -
statements are one interesting, valuable, but
essentially limited element in the information
needed for arts advocacy and for sound policy
decisions.

One of the greatest challenges to research
in the arts is to meet the needs and problems
of indiyvidual .artists. Here the information is
much harder to obtain than it is for institu-
tions. The links between a grant, its impact,
and the needs which stimulated that grant are
much gasier to pin down for an arts institu-
tion than they are in the case of an individual

How-do we effectively spend money on’
. This is a difficult ques-
but one you can help us answer.by providing

'natlve methods for. gathering and ana1y21ng

Now, although I have been advocatlng a great
more research, I would also like ,to say

* some .thought must. be given to simplifying
demands being made on arts institutions.

Here again, if reseaxrchers can correlate
cir efforts and their techniques, the result
It will also

for data too remotc Jrom their everyday con-

~---this one can provide.

cerns. One of the key clements, then, in
developing the field of arts research must‘be
better communication among researchers and

be: ter dissemination of readable and understand-
able research to the gencral publlc We need
more publications and newsletters; and we need
the kind of cobrdinated effort a conference like
1-see this conference as/
an attempt to create a whol® series. of ways by

,fwhlch researchers in the arts can keep in touch
with. €ach other and can work out in profe551ona1

and expert ways the problems inherent in the
field. The federal role, as in other aspects of
arts support, should be as a catalyst to help
stimulate non-federal endeavors.

One of the great pleasures of the Arts~
Endowment in recent years has been in the high
quality and in the variety of organizations now
interested in research in the arts. Many of the

" researchers we assist hre quite new to the arts

world, and we are delighted with that fact. A

glance at the program of - this conference shows

that the ¢all for competltlve proposals has re-
ulted in a wide range of responses, from large
academic centers to.small independent research
organlzatlons This is yet another sign of the
increasing "importance of 3arts research.
And so I see this conference as something of

a milestone. The twenty presentations being made
here are worthy in themselves: They represent
the sort of worM which needs ‘to be done and
which is going to-be done in..the future: They
also stand for the clear recognition by the
Endowment that we must develop an effective data
base for making-increasingly complex decisions.
%ood research helps us toward sound decisions

or a healthier arts community. In this, we are
at the begiﬁning'of new. discoverics, and of de-
veloping techniques for the arts in keeping
with their significance, which has the deepest
kind of meaning for us all.

[}

<




3

o . ‘4 . . . U
‘Research on. Artistic and Cultural Institutions

- 39

2 NE =
AR Research o
- . onArtistic L
| t "~ and Cultural Institutions S
. ) : ‘, N %
’ ¢
J * Session Chairman;
. Richard Sheldon -
The Ford Foundation
‘a ' ]
Y [o
4 ’
Ny » ‘
b
» 4(} v g’




N

Economic Data on the Arts

o

Economic Data

on the Arts: .
. Current status: ' :
. and possible improvements

Dick Netzer ~

Virtually no one concerned with the arts in the
United States has ever been satisfied with the infor-
mation available on the economic and financial char-
acteristics of the arts in general, for specific art
forms and types of cultural institutions, or for spe-
cific regions, states.and cities. This is nothing
new, but dissatisfactfon has grown since the creation
of the National Endowment for the Arts a dozen years
ago marked the acceptance of a larger and more direct
role for the Federal government in support of the
_arts. : >

This dlssatlsfactlon does not .merely reflect the
peculiar American proclivity for facts and figures,
but the very real needs for information in making
sensible policy decisions and managing arts institu-
tions. Members of Congress, in authorization and
appropriations hearings, repeatedly traise questions
that cannot be answered on the basis of the available
datd; advocates. for the arts and arts journalists
pose still other questions that should be readily
answerable but are not; boards and administrators of
arts organizations lack all sorts of comparative data

. relevant to their operations; and researchers, as
always, find the gaps in the .data huge and disabling.

There ‘are . some obvious "and understandable reasons
why economic data on the arts are far less adequate
than the data on other aspects of American social.and
economic life. First, the best Federal government
economic statistics are for the sectors that have
long been 'clients" of the Federal government, with
major, well-established Federal agencies devoted to
their welfare; agriculture, transportatién, and hous-
ing are notable examples. In 'contrast, the arts have
not been an object of Federal policy until quite re-
cently, -and the Arts Endowment remains, by Federal
standards, a very small agency.

Second, Federal economic statistics in general
are good at covering activities organized on a com-
mercial, for-profit basis or conducted under govern-
mental auspices, but rather poor at covering activ-

" ities organized on a non-profit basis. or by people
working on a self-employed basis. Film, the Broadway
stage, and broadcasting aside, most of the activities’
that we ordinarily refer to as artistic and cultural
are. conducted by non-profit organizations or individ-
uals working on their own. Moreover, art as an

o

_nor should they be.
‘mainly with artistic creativity and artistic dutput,

"industry" is a relatively small one (accounting for

only about one percent of gross national product,

even if broadly deflned), so that the arts easily

fall between the cracks in the standard Federal - -

‘statistical series.

Third, artists and those who run arts organiza-
tions fre not statistically- m;nd policy analysts, -
Rightly, they concern themselves

not with statistical reporting on their own activi-
ties or those of their counterparts. Thus, they have
not organized themselves into counterparts of the
heavily-financed, statistics-producing trade assoc-
iations characterlstlc of corporate business. Arts
service organizations are relatively new ventures,
with slender financing and (with one exception) no
tradition of concern for the production of economic
data.

In recent years, there have been serious efforts to
improve the economic data on the'arts, but on a rather
unsystematic basis. Several of the service organiza-

. tions, following along the lines pioneered much earlier

by the American Symphony Orchestra Leagué, have begun
to collect data annually on the operations of their
members. There have been a number of major, but non-
recurring, statistical studies of museums and the arts
in individual states. The Ford Foundation conducted a
major study, covering a nine-year period, of the fi-
nances of the major professional performing arts or-
ganizations.. There have been marginal improvements in
the treatment of the arts in standard Federal economic
statistics.

The Arts Endowment has been involved, f1nanc1a11y
or otherwise, in most of these efforts to increase the
supply of economic data on the arts. However, in the
past two years, that inyolvement has been more delib-
erate -and systematic. The study that this paper re-
ports is part of the new effort to assist the Arts
Endowment in making decisions about the Endowment's
future role in the development and improvement of
economic data on arts and cultural instititions.

Our task was to systematically review'and eval-
uate all existing sources of data of nationwide scope
and recommend action to correct the deficiencies re-
cvealed. A crude summary of the adequacy of the
existing data available to users (that is, excluding

Dick Netzer is Dean, Graduate School of Public Administration, New York University:
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data buried in agency files), using criteria such as
coverage of the universe, data .items included, and
continuity over time, is found in Table 1. In our
view, there is a modicum of adequacy (and not much
more than a modicum) only for the large non-profit
traditional performing arts organizations. Other-
wise, the data available to users range from sketchy
(e.g., for the commercial theater) to nonexistent
(e.g., for nontraditional performing arts).

However, to say that the accessible data are de-
ficient is not the same thing as saying that potential,
users of data find themselves crippled. Of course,
sophist:cated researchers and policy analysts com-
plain biuterly, but our survey of the people who are
running programs, operating arts organizations and
making legislative decisions, -did not disclose a

- Wwidespread passion for great volumes of additional

data. In fact, most of our respondents began with ex-
pressions of doubt that there were major unfilled

data needs, -but continued by- pointing out quite spe-
cific ones. Although our respondents’ seemed to per-
ceived their own limited needs as the only ones not
being satisfied, the sum total of those individual
needs could be met only with major data collection,
tabulation, and publication efforts.

- Thus, we concluded that a substantial improvement
in Federal government data collection for the arts
should be made, and recommended a recurring program
estimated to cost approximately $300,000 annually,

The primary target for the data improvement effort
should be the ‘development of a system of recurring, -
reliable, and fully comparable statistics on the fi-
nances, inputs, outputs, and prices of each of the art
forms for which production is done through organiz-
tions. (rather than on a highly individualistic,
largely self-employed basis). The secondary targets
include the 1mprovement of data on individual artists'
employment and incomé.and data on public-sector arts
activities. Improved data on arts organizations are
seen as the primary target not because individual
artists' activities are unimportant, but because,
necessarily, the great bulk of artistic production is
done through organizations and the great bulk of pub-~
lic funds devoted to the support of the arts must take
the form of grants to arts organizations.

In summary, the features of the economic data sys-
tem for organlzatlons that we recommended are as
follows:

A, Coverage and frequency

1. Large arts organizations (essentially,
all fully professional organizations in con-
ventional art forms): develop universe-based
annual surveys with detail at least equal to
Ford Foundation surveys.

2. Smaller organizations and unconven-
tional art forms: develop sample-based annual
estimates for selected financial fand opera-
tional totals. Surveys should be designed to
yield nationwide totals of income, employment,
and attendance (with limited detail within these
categories) for all the arts combined and: for
individual major art forms.

3. Universe-based detail for all arts or-.
ganizations should be collected every five
years in order to provide benchmarks for the
annual estimates in 2, above, and to permit
considerable geographic disaggregation.

’ 4. There ‘should be no attempt to collect

data more frequently than once a year, but

"flash" surveys, as exemplified by the Project

» in the Arts, should be continued to assure up-
to-date information on *annual trends-

B.  Mechanics .

1. Tabulate raw data in grant appllcatlons

Q
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‘truly accessible to unsophisticated users.

(and supporting schedules) the the Arts
Endowment--after making those schedules uni--
form among programs, and rely heavily on these
-data as the basic source of annual infor-
mation on. the non-profit arts. '

2. Conduct an annual survey of the com-
mercial theater's ."large organization' side
(i.e., Broadway and the Road) to provide
detailed information on this sector.

3. Utilize the Census of Selected Ser-
vice Industries, suitably improved, to pro-
vide most of the quinquennial data for
smaller organizations, supplemented by spe-
cial-purpose surveys of arts organizations
excluded from Census coverage even after
that coverage has been appropriately expanded.
. 4. Employ the service organizations only
in.a limited capacity, notably to encourage
member response and assist member organiza-
tions in completing forms; but if such mem-
bers agree, supply service organizations with
copies of member's submissions for service
organization use and for dissemination of
specialized information appllcable only to a
specific art form:

It is worth emphasizing that we propose consid-
erable detail on operations data, closely matchlng
the detail proposed for financial data, so that
changes in the financial magnitudes can be linked to
changes in attendance, prices, employment, and sal-
aries. Tt'is also worth emphasizing our convictlon_
that the Arts Endowment itself should take primary
responsibility for operating the proposed data sys-
tem. Heretofore, the Arts Endowment has either®
given grants to service organizations, thereby sub-
sidizing séveral uncoordinated, albeit earnest, data
collection efforts of varying adequacy, or spent
very .large amounts for occasional one-time surveys.

The system proposed focuses on art organizations.
What about the secondary targets, i.e., better data
on individual artists and public-sector arts activ-
ities? In our view, these targets call for improve-
ments in the data-collection efforts of other Federal
agencies:” the Census of Populatlon, the Census of
Governments, etc, This requires that the Federal
stdtistical agencies for whom the arts are a minor
side-show be goaded, encouraged and assisted by the
one Federal agency for which the Arts are everything:
the Arts Endowment. Therefore, we iecommend strongly
that the Arts Endowment take on, explicitly and con-
sciously, the task of contlnually pressing others to
improve data on the arts.. This does not require
major Arts Endowment expenditure, but it does ‘require.
that some staff time be specifically allocated to
this assignment.

As more economic data on the arts become regular-
ly available, art-world users of these data no doubt
will become increasingly more familiar with them and
increasingly more adept at interpretation and anal-
ysis; moreover, the availability of data will induce
more researchers and policy analysts to devote more
attention to the arts. However, because there is
little present familiarity with economic data on the
arts, users will need help in handiing the new Aata.
Essentially, the. forms in which the new data are
preserted and disseminated must include enough easily
comprehended interpretative material to make the data
At the’
same time, the new data should not be presented in
such’ summary form that material useful to the sophis-
ticated is suppressed or available only upon special,

frequently rejected and costly request

The reports on the. Project in the Arts survey are,

12
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perhaps, the right prototype for interpretive mater-
ial on arts data for the general art audience. Thus,
we envisage an interpretative discussion of findings,-
done within or by contract with the- Arts Endowment;
as a necessary introduction to any and all publica-
tions containing the data recommended in this study.-
. A possible publications schedule would include sep-
arate annual reports on each of the major art forms;
an annual compendium repeating the tabular content of
the separate reports and providing totals across art
forms and whatcver geographic disaggregation is feas-
ible; and an expanded version of these reports in the
quinquennial Census years. We note, explicitly, that
Census of Selected Service Industries data must not
be permitted to languish in Census of Business re-
ports, unknown to everyone except the few analysts

who arc familiar with the buried trcasure of 'Sclect-
cd Subject' reports. Instead, the Arts Endowment
jtself should publish, and promote the distribution
of, reports containing the data. )

It is worth making expl.cit the importance of in-
cluding in standard publications as- much of the data
as possible. Analytic as well as informational uscs
of the data arc minimized by publishing nothing but

.skeletal summaries with a footnote mentioning that
-speeial tabulations are available upon request. Once

the decision to invest in a good system of economic
data on the arts has been taken, the cost-cffective
corollary is surely to publish everything not subject
to confidentiality requirements, and to cnsure that
the publications circulate as widely as possible.

Table
AN IMPRESSIONISTICaCHARACTERIZATION OF EXISTING DATA
ON THE ARTS AVAILABLE TO USERS
(Ranked on a scale of 0-5, in terms of coverage of the ’ .
universe, data items included and continuity over time: . b \
‘5--cxcellent . ' T
" d--adequate in nearly all relcvant respects coo
3--adequatec in some, but *by no means all respects
2-_limited data for some activities, charactgristics
. and time periods . .
1--yery sketchy data for a few aspects
0--virtually no data)
3 ’ 2 1 L "o
Non-profit traditional Commercial ‘theater Non-profit traditional Other (mainly
N performing arts, large ‘ performing arts, nontraditional
organizations small organizations performing arts)
Muscums Individual
Artists o
Financial suppor-
ters of the arts
N
™y
4
O
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Problems and Issues ' .
in the Development
of an Econometric Model
of the Performing Arts

Harry 1. Greenfield and Samuel Schwarz

This study sought to construct an econometric model for
analyzing the economic behavior of the non-profit per-

- forming arts, as well as to assess the model's data re-

i)

quirements in the context of the NEA's interest in de-
veloping an economic data series on art and cultural
institutions.” Our task was complicated-by the poor
quality or short-term nature of available data. How-
ever, extensive raw data has been collected for a num-
ber of years by the American Symphony Orchestra Lecague.
By drawing upon the data collected by the ASOL, we be-
lieved it possible to come close to obtaining all the
variables of interest. Consequently, we created a de-
tailed aggregate data base for seventeen major orches-
tras spanning a quarter century (probably the first of
its kind in the arts field) utilizing ASOL data. This
symphony data base.was used to refine and develop the
model. reviewed below: Crucial to understanding this
model is our revision of the traditional approach to
the analysis of the non-pvofit "earnings gap.'"

Ever since the path breaking work of Baumol and
Bowen, the focus for the analysis of the performing
arts has been the 'earnings gap,“ the difference be-
tween cxpenditures and earned lncome. It has been
taken as a )

.fact, well known to professionals in the field,
that the labor-intensive performing arts, whose
productivity cannot keep .pace with.the ever-in-
creasing productivity of the industrial econ-
omy in which they exist, are faced with an ever-
increasing gap between their operating costs
and their earned income. The costs, princi-
pally wages, are set by the cost level of the
economy ;- the earned income is limited by the
inherent limit on the number of performances live

- performers can give and the number of seats in
halls.

this approach, analysis of the past
into the future have been based upon-
"rate of growth! of the earnings gap.
sometimes been pointed out that "the™
the product of more sudden_changes in
it was

In light of
and projections
measures of the
Although it has
growth was also
which organizations or art forms operate,"

,assumed that the fluctuations from year to year and

Harry I.
Research Associate, Center for Policy Research,
Unlver51ty,.§ew York . -

Inc.

"‘underlying, steady trend."

from one group of years to_another, "occur around an
One question has never
‘been faced head on: Is the '"gap'" we are measuring
today the original gap plus its natural growth, or’
is it a different gap?

The problem will be understood with a simple )
example. Suppose an arts organization which has 10
weeks of performances annually with expenditures of
$50,000, earned income of $40,000, and a gap of )
$10,000, doubles its season to 20 weeks and, for the
sake of simplicity, its expenditures increase to
$100,000, earned income to $80,000, and gap to
$20,000. Our study. documents the fact that this was
a major problem faced by orchestras during the '60's’
in that the earnings gap increased as a result of an
increase in the level of output. Two situations
must be distinguished. The earnings gap may
grow when output is constant but input costs, for
example, player wage rates, increase. But an in-
crease in the gap may be due to a movement to a

“higher level of output, with the same input costs.
Failure to make this distinction wht. tojecting
future trends can produce serlously m*sleading’
results. This . is our first conceptu11 innovation
in the analysis of the economics of arts organiza-

_ tions.

In order to analyze the behavior of non-profit
organizations, it is also important to understand
that these organizations receive contributions income
as well as earned income. Further, the, organization
fust balance its bugdget on a long run basis. The
organization can balance its budget by influencing
earned income, expenditures, and contributions.

" Given demand conditions; it controls earned income
directly by the price it charges for its services,
and it can influence contributiohs by its level of
solicitation and overall financial c¢ondition.

Expenditures are the product of the level of
output- and the cost of each unit of -output.
determined by management in conjuction with’labor.
Wages in the arts consist of the wage-rate per pay- °
period, and the number of pay-periods per year, the
latter determining the level of output.

More fundamentally, however, any increase in the

Greenfield is Professor of Economics, Queens College of the Clty University of New York, and Senior
Samuel Schwarz is presently a Ph.D candidate at Columbia
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"earnings gap! must be matched by an equal rise in
contributions. For over the long run, the ''earnings
gap" is simply the other side of the coin of 'con~ -
tributions." Thus, whether it is the case that
contributions increase first, then draw up wages, or
the reverse is the case, the two must- go hand-in-
hand. For an increase in the "earnings gap" without
matching contributions is a deficit which cannot go
on indefinitely. Consequently, to study the growth
of the '"earnings gap' one must study the growth of
"contributions." If contributions grow slowly, the
growth of the ''earnings gap'" must also be slowed
through large price increases and/or small wage
increases. No longer is the "earnings gap" the
"residual' after expenditures and earned income are
detérmined along with wages, the level of output,
and so on. By being able to dissect the growth of
the '"earnings gap' into its various components, in
the context of a unified system, one can get a fuller
understanding of its past behavior as well as more
reliable projections for the future. This basic
framework of analysis constitutes the major concep-
tual innovation of our study.
. We have a system, then, where earned 1ncome,
output, contributions, the price charged for services,
and the wages of employees are simultaneously de-
termined, subject to.the non-profit budget con-
straint. Consequently, a change in ‘any component is
not an isolated event, but must also #ffect other

" components in order to bring the system back into
balance. Our mode of analysis allows us to analy:ze
the system as a whole as well .as the behavior and
determinants of every component of the system.

While the exact behavior of the system varies by
art form as well as for the same art form over time, -
our major findings as applied to the seventeen ex-
amined symphony orchestras are as follows.

(1) The behavior of the system we modelled was in
great part determined by, institutional phenomena
which cannot be quantified and which change over time.
Thus, for example, the examined orchestras exhibited
very passive behavior during the '50's with a
"natural' growth of the earnings gap; while the '60's
mainly as a result of union power and the Ford Foun-
dation Symphony Program, was a period of unusual.
growth in the length of season (hence, output), and
a relative rise of orchestra players in the hierarchy
of worker wages. Also, some of the variables exhib-
ited constant gehavior or a steady trend, Conse-
quently, the data did not lend themselves to regression
analysis (same for the ticKet-income equation) but

.rather to careful analysis in the context of the si-
multaneous 'determination of a unified.system. '

(2) The Ford Foundation Symphony Program had two
additional effects on the finances of the major or-
chestras which have important policy implications.
First, its matching-funds requirement forced the
orchestras to increase immensely the level of regular
contributions they received, . demonstrating that arts
organizations can influence the level of contributions.
Second, the orchestras began depleting their endow-
ment principal to cover deficits at roughly a constant
annual rate for the last decade. This raises the
‘question of whether a permanent income to the arts can
be created by setting up an unrestricted endowment
fund.

(3) ‘The evidence confirmed our basic contention
that, in our system, everyone is controlled by the
noﬁ-profit_budget constraint. Thus, for example, in
the early '60's management was forced, under increas-
ing wage pressures, to increase ticket prices at a
greater rate than the price level; while in the early
'70's, labor. learned that the real weekly salary
could no longer rise, even though it meant that their

ERIC
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~p051t10n relative to manufacturing workers was
falling.

’ Based on our model, we have developed an approach .
to forecasting 1nvolv1ng a system of "informed"
extrapclation, i.e., extrapolation of past trends
with adjustment based on our "prior knowledge!' of
the system. Thus, for example, in forecasting
expenditures for our set of major orchestras, it
should be noted first that nearly all the orchestras
have a full season. Therefore, the wage bill of - .
players can-increase only through an increase in the
compensation per week. One would then develop a

set of possible trends in wages based on past trends,
conditional upon different states of income to the
orchestra. This would yield a set of conditional
forecasts for wage expenditures. The same would be
done for the other variables, again getting condi-
tional forecasts. These would then have to be
grouped together in the context of the unified
system, so that, for example, a forecast for smald
increases in total expenditures conditional upon

the same for income would have to be paired with
forecasts for small increases in contributions and
earned income.

The forecaster would then have a set of p0551b1e
forecasts for the system, based on 'prior knowledge,"
and he would be able to rank these possibilities
based upon current ''expectations' in the arts field.
This would require a '"resident' forecaster who
would be well versed not only in past trends and
forecasting methods but also in the current expec-
tations and rumors in the arts field. )

The date needs for an analysis based on our
framework are as follows:

Type I. Total earned 1ncome, expendltures, and
contributions are the minimum necessary
for documenting the ''earnings gap'" and
tracing major movements in any art form.

The following additional data types identify the
level of detail required for analysis and forecasting
along the lines set out above:

Type II. (1) To determine total wages, it is

_necessary to include players' average
wage-rates per pay-period, the number
of players, and the number of pay-periods;
(2) To determine earned income, the
average price charged for tickets, the
number of performances, and the number
of admissions (where services are con- .
tracted, .the charge per service and. the
number of services) should be included;
(3) To determine unearned income, a

-breakdown of total contributions into
major components is required. ’

The following are useful and important:

Type III.(1) A series of prices charged, i. e, low
price, high price, etc., as exemplified

- by the Ford Foundation data set, will .
enable a correction of the average
"realized" price for changes in demand

< " for different types of tickets; simil-
arly for wages, if there has been an
appreciable change in the number of
players (otherwise, this is optiobnal);
(2) The number of weekly services, e.g.,
- the number of performances and rehear-
sals required of players, will provide
"a.better measure of wages and output.’
More detailed breakdowns and information,
such as of the components of expepditures,
are sometimes used to verify reqdﬁred
v data or to clarify questidns which arise.

In addition to our symphony data set, our exper-

iences in‘collecting and analyzing the annual reports

Type IV.
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of a sample of muséums has taught us that even from
these simple reports one can obtain Type I data, and
some Type II data.for a subset of this sample. At
the same time, this requires an immense editing job
since different organizations have different and
. very complicated bookkeeping schemes.

Our experience with the Ford Foundation data
clearly indicated that, despite its span of only nine
years, it is the most valuable data base available
on the non-orchestral performing arts. At the same
time, even this detailed data base can lose much of
its value for purposes of analysis and forecasting
“if it lacks a key variable: the player wage-rate.
Fortunately, since it is a recent period, this can
hopefully be remedied by obtalnlng a wage series
from other sources, such as union files.

Based. on our study, we made the following rec-
ommenidations to the NEA with regard to future research
and data collection.

The NEA can proceed with some or all of the
following possible paths:

1. Set up a forecasting system for the major
orchestras based on our outline of such a system.

This could include further analysis of major orches- -
tras. L )
2. Conduct analyses of other art forms using our
framework of analysis. The NEA could begin by using
the Ford Foundation data in conjunction with a player
wage series, which would have to be independently

O
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created using other sources of 1nformat10n Further

<

work could be done if data coverlng a longer time-
span are collected. At least our Type I data should,
and probably could, be collected to give an overall
picture over a longer périod. For museums, it is
the only possibility given extant data.
Further, an analysis similar to ours could be
conducted to examine the minor orchestras, using
ASOL data. Subsequently, a forecasting system could
be set up for these other institutions and art forms.
3. Set up a data collection system to create a
permanent data base on arts and cultural institutions,
together with a proposed "sample" check for error.
We have previously outlined the data needs ranked by
priority.. The collection of the lower-priority data
would have .to be determined in conjunction with other
studies of the costs involved. A final permanent
data set and procedures should await at least the
initial results from a study of other art forms.

Footnotes ' ) .
1 The Finances of the Performing Arts, Vol. I,
The Ford Foundation, New York, 1974, pp. 7-8.

2 Ibid., p. 87.

3 Ibid., p. 91.
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Using Econometric Models . :
to Forecast the Impact -~ ... - :
of Economic Conditions :
. ' - ~on the Operation of
' 4 Artistic and Cultural Institutions

Introduction - . :

Applied Management Sciences was awarded a con-
tract in September of 1976 from the National Endow-
Not only
were we, within a period of six months, to model'a
variety of institutional types, but we-were also to
acquire all of the available data pertaining to these.
1nst1tut10nal4tvpes (and identify and document data
gaps in the process), edit the data so as to be suit-
able for use in model parameter estimatiqn (i.e., re-
gression analysis), use these data to empirically test
the models, and offer recommendations regarding what
we felt to be the most fruitful future research ac-

. t1v1t1es . *

Traditional economic theory is not well suited to
handling the behavior of non-profit institutions. In
the case of our project, the key element in develop-
ing a conceptual basis respecting the behavior and re-
actions of these institutions (or, more properly, their
managers) was the input of an expert advisory panel,
composed of Mr: Thomas Fichandler, Executive Director
of the Arena Stage; Mr. James Morris, Director of the
pPivision of Performing Arts at the Smithsonian Insti-

“tution; and Mr. Donald Nicholas, Deputy Director of

the Virginia Museum of Fine Arts.
- This project succeeded in (1) developing full-

“ scake conceptual models for each institutional type

(each containing approximately thirty equations); (2)
examining available data to identify gaps as well as
the data most useful for empirical research; (3) esti-
mating as many equation parameters as data would al-
low; and (4) exploring alternatives to econometric
‘Before.describing the research findings
relative to the behavioral (econometric) models, how-
ever, our experience with the trend modeling requires
discuss1on

Trend Modeling

As an alternative to behavioral modeling, a so-
phisticated trend modeling.approach was employed: a
Box-Jenkins technique, which combines the influences
of autocorrelation with moving averages. It was
thought that this technique would lead to simply-
obtained short-run forecasts of key policy variables.
It was found, however, that-this technique was diffi-

" cult to implement and required a great deal of sub-

Management Sciences, Inc., Silver Spring, Md. Dr.
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. .
jectivity in its application. Thus, the”forecasts
could not be expected to be consistent amgng re-

" seurchers using the same data series, nor could one-

inexperienced in econometrics or statistics be ex-
pected to implement the process. For these reasons,
it was concluded that this particular form of trend
forecasting could not be considered a viable alter-
native to behavioral modeling from the point of view
of the Arts Endowment. There may be other trend
modeling techniques which are, but they were not
within the scope of this study. )
Research Findings -

The remainder of this paper will be devoted to
the discussion of selected research findings and
recommendations as condensed from the full 280-page
report to the Arts Endowment. These findings repre-
sent empirical results from the behavioral modeling
together with our findings regarding data base avail-
ability and quality The empirical analysis utilized
a- total of six separate data sets:

- --a data set for For-Profit Theater. (Broadway), de-
veloped by Applied Management Sciences;

--data sets applicable to Non-Profit Theater,
Opera, Symphony, Ballet, and Modern Dance, pro
vided by the Ford Foundation;

--an updated Non-Profit Theater data set provided
by Touche Ross § Co., based on Ford Foundation

--data and Theater Communications Group records;
Museum tire-series data acquired from individual

-museums and the Smithsonian Library, through the |

joint efforts -of Applied Management Sciences .and
the Center for Policy Research; and

--a cross-section data set for Museums supplied by
the National Research Center for the Arts.

The most comprehensive and consistent data sets

were found to be those supplied by the Ford Foundation.

These data, while not covering the entire set of vari-
ables specified in the conceptual models, neverthe-
less satisfied the requirements for preliminary model
estimation for Non-Profit Theater, Opera, Symphony,
and Ballet. The main deficiencies were found to be in
the limited 9-year span covered, and the inadequate
representation for Modern Dance. 1In any event, the
Dl
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Ford loundatxon data were well organized, edited tor
consistency, and provided in usable form. Any attempt
to systematically update this datg base would prove
Lo he extremely valuable.
v The attempted partial update by Touche Ross
using thue Theater Communications Group data proved to
-be inadequate in light of the initial incompatibility
of the two data sets. Perhaps, if more time and re-
sources had been provided to Touche Ross, the neces-
sary editing could have been accomplished, but-it is
probably the’casc that only the, Ford Foundation, or
an organization working closely with the Ford Founda-
tion, can successtully update this data set in a
strictly comparable fashion.

An alternative to updating the Ford Symphony
data base can be found in the use of the American’
Symphony Orchestra League (ASOL) records. - These rec-

_ords are rich in detail and number of symphonies.
Thus, an effort to develop a data base for symphonics
using ASOL records would be valuable, both in terms
of the time span and variable coverage.

The data sets which wiirl require the most effort

to develop are those for For-Profit Theater and Muse-'

um. The data set acquired for_ For-Profit Theater
~ suffers from a lack of adequate cost and capacity

| data. - Efforts to remedy these deficiencies, while
demanding in terms of resources, are, nevertheless,
feasible, as was demonstrated by Dr. Moore's analysis’
of the cost data for sclected ycars.z The deficien-
cies in the capacity data could also be remedied
through the analysis of theater records.

The Museum time series data proved to be inade-
yuate because of the lack of standardization in fi-
nancial statements, both among museums and, over.time,
for individual museums. Definitions of accounting
items vary, as do allocations of costs and revenucs.
In addition, different levels of detail are provided.

 Further, 'important data items, e.g., attendance, arc
missing from the rccords of most museums. An cffort

to remedy’ the deficiencies in this data set is likely .

to be expensive {(comparable to the Ford Foundation
effort), but. is absolutely necessary if meaningfu
analyses of the several types of museums are to be
undertaken.

The Muscum cross-sectional data were used to es-
timate most of the Museum conceptual model. lHowever,
the purely 'cross-sectional nature of the data re-
quired the modification of the model to climinate the
necd for past information, i.c., lagged values for
the variables and most first differences. This de-
ficiency 'is a major handicap in the analysis of art
organizations. It also exacerbates the heterogeneous
nature of the muscum industry. That is, the usc of
cross-sectional data introduces variances in the
. quantities being measured due to the substantial mix
' *  of factors such ‘as muscum type, size, operating char-

acteristics, goals, and ownership. To properly mea-

sure the impact of a particular phenomenon, all of

these influcnces must be accounted for. Another de-

ficiency for these data is the absence of information

and critical variables such as publications and edu-
. cational programs.

Even though time and resources did not permlt
the fine-tuning of the models, nor their use in gen-
erating long-run forecasts, several empirical results
were obtained. The regression results clearly indi-
cated that models designed for individual non-profit
art forms generated results superior to those ob-
tained for models of combined non-profit art forms.
This indicates that there are sufficient differences
in the modes of operation among the non-profit art

. organizations to warrant individual treatment (esti-

mation). As examples of these differences, the role
of endowments for Opera and Symphony was different.

EMC
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_from that for Non-Profit Theater and Ballet; Symphony

and Opgra were further differentiated by the impact of*
the' Ford Foundation Symphony Program; variations in
the methods of establishing prices were obsarved; the
roles of private and governmental contributions were
different among the art forms; attendance determinants
varied; advertising and promotional activities dif-
fered, and so forth.

Among the scveral art forms, the rqsults obtained
for Symphony were superior. Close examination reveals,
however, that this superiority was not nccessarvily due
to any intrinsic characteristics of symphonies, but
rather was a function of the superior data base avail-
able. Symphonies had, by far, the largest number of
organizations represented in the Ford Foundation data
base, i.e., 76 symphonies and orchestras, Further,
symphonies arc one of the oldest and best established
art forms, and have gencrated the most extensive and
consistent data over the years.

Significant improvements in all future model
estimation efforts can be made only if the data of
other art forms establish a level of consistency al-
It is encouraging to
note that some efforts are presently underway in this
direction, as exemplified by the current cfforts to
standardize the accounting conventions of museums.

Whilte the project did not yield fully estimated
sinulation models, seclected individual results were
obtained which provide insight into the behavior of
arts and cultural institutions. These results are
not new discoveries, but are presented as confirmation
of the ability of the separate models to reflect the
real world, thereby partially validating both the in-
dividual models and the overall approach of developing
forecasts by way of cconometric modeling.

The term "grants and contributions" includes’
federal, state, county, and municipal grarts; founda-
tion grants; and private contributions. Fedecral grants
werc found to he positively associated with the number
of performances and total attendance. When combined
with the frequently observed negative association be-
tween these grants and measures of the overall level
of cconomic activity in the country, this implies that
the federal government tends to help those organiza-
tions in financial difficulty, and that the sizc of
these grants is gencrally commensurate with the level
of activity undertaken in the art form.

State, county, and municipal grants are influenced
by a varicty of factors. The estimated coefficients
indicated that federal grants act as an incentive for
increasing state; county, and municipal grantsefor
Opera, but are viewed as a substitute in other art
forms; the grants vary positively with the economic
conditions of the government jurisdictions, except for
Non-Profit Theater; and large operations are success-
ful-in lobbying for public support only in the cases
of Symphony and Non-Profit Theater.

Except in the case of Symphony, an increase in
foundation grants follows an increase in the accumu-
lated operating deficit. This supports the statement
by Baumol and Bowen that ''foundations have played a
crucial role for a number of particular performing
organizations. Indeed, without foundation support
some groups would not have survived."® The case of
the Symphony should also bé viewed in light of the
very large Ford Foundation Symphony Program, which un-
doubtedly confounded the observed relationships between
symphonies and foundation grants during the pericd
studied.

- The effect df the number of performances on foun-
dation contributions is positive in -all art forms, ex-
cept Ballet. ‘These positive relationships are likely
to be the result of fund matching policies by founda-
tions. Thus, the more successful an organization is,

\
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as indicated by its level of operation, the more like-
ly it is to participate in programs which require
matching funds from other sources. In addition, the
" .interest of foundatiaons in 1n1t1at1ng new programs
can best be accomplished by funding a successful or-
‘ganization. The negative relationship in the case of
Ballet might be indicative of foundation support to
help financially troubled organizations of this par-
ticular art form.
The results with the capacity expansion factor,
" the desire of the art form to increase its seating
capacity, are very mixed. It is likely that founda-
tion support is not typically .provided for capital
expansion projects, but rather to aid financially
troubléd organizations or to encourage special pro-
grams.

Private contributions were found to respond posi-
tively to increases in the tax rate, as well as, but
to a lesser extent, to increases in:the wealth posi-
tions of the potentlal contributors. Both attendance
and fund raising activities produce mixed and insig-
nificant impacts on private contributions, so that
further work is required before a final determlnatlon
can be made for these effects.

‘Two types of attendance measures were attempted
for most of the art forms: number of attendants, and
the utilization rate of the seating capacity. In =
almost all cases, the specifications using total at-
tendance performed better than those using the utili-
zat¢ion rate. These specifications had higher predic-
tive powers, contained more significant coefficients,
and included more coefficients of the expected signs,
- In particular, the coefficients on price were con-
= sistently negative, while the coefficients on .consumer
‘ income were consistently positive. This is in accor-
dance with economic theory, which says that, as popu-
lation increases, the purchase of goods and services,
including the attendance at art and cultural organi-
zations, increases; and, as the price of a good
(ticket prlce) increases, the amount of the good de-
manded (attendance) decreases.

For most art forms, the crime rate in the area
had a negative effect on attendance, as expected. At
the same time, however, a variety of impacts of the
unemployment rate on attendance was observed. For
[For-Profit Theater, the impact of unemployment on
attendance was positive, indicating that unemployment
provides additional leisure time, at lower cost, which

creates some additional demand for leisure activities, .

‘and generally restricts such leisure demand to the
local area. On-the other hand, the coefficient on un-

" employment for Non-Profit Theater attendance was nega-
tive. Since the effect of income was already accounted
for by a separate income variable, a negative coeffi-
cient is not easy to explain, unless unemployment

makes the population more sensitive to declines in in-
come when contemplating Non-Profit Theater attendance.

.« Further work is required.

The analysis suggests quite clearly that the pr1-
cing mechanism for the non-profit art organizat ' »n is
that of cost-plus-markup. The .net cost .of proauction
is always a major determinant of the price of admis-
sion. At the same time, the size of the accumulated
deficit-surplus fund also usually influences the
level of prices. That is,. as the deficit grows, the
pressure to increase prices also grows. Finally, the
rigidity of the price structure, 'and the reluctance
to raise prices because it may restrict the audience
base, is indicated by a negative coefficient on last
period's price level. Thus, in the absence of any
other changes or. influences, the desired price has a-
tendency to decline from one perlod to the next. This
is a reflection of the goal of maximizing attendance
and ma1nta1n1ng a broad base of interest.
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The level of subscription sales was generally
found to be positively related to the single-ticket
price of admission. This was expected because of the
discount generally provided to subscription holders.
Thus, as a result of a general rise im the prices of
admission among the various art forms (i.e., insall
art forms except Opera), a general shift to subscrip—“
tion sales has been taking place over time. -This re-
lationship would not be expected to hold over the
complete ‘range of prices, however, since at some
point the negative effect of the price increase on ..
total sales will dominate the positive effect of the ..
discount on _subscription sales. The size of the posi-
tive effect that has been estimated, however, is un-
derstated because the, percentage discount has been

. declining throughout the period of investigation.

Worker produttivity was 1nvest1gated by examin-
ing the behavior of a wage index in several cost
functions (i.e., all but Museums). In every case,
the coefficient on the wage index was positive, indi-
cating that the cost function shifts upward as the

wage index increases. If this wage index represents
the change in money wages of the employees of the -in-
dividual art organizations, then the upward shifting
of the cost functions confirms the hypothesis that
worker productivity is not keeping pace with money
wage increases (i.e., the real wages4 of workers are
increasing over time, hence the upward shift in the
cost function). This means, of course, that the real
costs of production are increasing, which will ulti-
mately lead to shifts toward labor-saving production
techniques, e.g., shifting toward non-musical drama
and away from musicals, increasing the incidence of
one-man shows.

Recommendations

This project accomplished each of its four main
goals. In the process of accomplishing the project
goals, however, several conclusiens can be drawn rela-
tive to the direction that future efforts should take.

Clearly, preliminary efforts at model estimation
-were fruitful in terms of accurately describing a
large part of the behavior of the various organiza-
tional types. It is expected that increases in both
the number of observations and the number of variables
included in available data sets will, with a high
probability of success, produce econometric models
which are suitable for simulation and forecasting.

The acquisition of data for each of the art forms
is possible, although with varying levels of requ1red
effort. The most fruitful approacli would be to com-
plete the editing (in the tradition of the Ford Foun-
dation) of the extensive data set already acquired by
the American Symphony Orchestra League. This is an
outstanding data base, but it requires substantlal
editing to make the observations compatlble : -

The second most fruitful approach is to extend

. the Ford Foundation study on all or a subset of the

organizations included. "A few more years of these
data, properly edited by the Ford Foundation, would
greatly enhance the model estimation effort. Of
course, the Iinking of other data sets with the Ford’
Foundation data base should also be explored, but the
effort to link the Theater Communications group data
was not very successful. Many variables were excluded -
and many others appear to be incompatible. Whether
extensive editing would be sufficient to permit such
linking is unknown.

Considerable work should be done to generate
additional For-Profit Theater data, and must be done
to generate sufficient data for Museums. «ith a mini-
mum of effort, one could substantially 1mprove the
For-Profit Theater data by extending the effort of
Dr. Moore, invéstigating the availability of seating
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capacity data, acquiring wage structure data for
Broadway artists, and exploring such data deficiencies
as attendance, secondary sources of income, and pro-
duction by company. An adequate Museum time series

~data base can be developed which .is certain to be

O

more cost-effective than duplicating the cross-sec-
tional approach of Museums U.S.A.
useful to other researchers for other programs, but
they are of limited usefulness in generating forc-
casting models.

Lastly, implicit in the above recommendations is
the ‘abandonment of the Box-Jenkins trend modeling
approach. Even though the above data recommenda-
tions apply as well to this approach as to behavioral
modeling, and even though Box-Jenkins ‘trend modeling
will produce forecasts superior to those of other
trending techniques, the complexi:y of implementation
and the expert judgment required therein obviate the
primary purpose for its use. It will not prove to be
an effective '"short-cut" method for generating short-
‘term forecasts compared to simulation models.

With these points in mind, Applied Management’
Sciences is enthusiastic about the potential for suc-
cess in developing fully estimated econometric models
once the appropriate data have been acqu1red Cer-
tainly, there hias been nothing so far in the analyti-
cal effort to indicate that such a project would not

RIC
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" be successful.

These data may be

_ Horowitz and Mr.

have repeatedly confirmed expectations based both on
economic theory and on the conversations with the '
expert consultants. The models as conceptualized are
essentially correct, and only await the necessary
data to realize thelr full potential.

Footnotes
™1 This work was performed under contract to the
National Endowment for the Arts (Contract No. NEA C
169). Special thanks are extended to Mr., Harold
David Waterman of the ‘Division of
Research, National Endowment for the Arts, for their
assistance and direction throughout the project. Of
course, the contents remain solely the responsibility
of the authors. .
2 Thomas Gale Moore, The Economics of the American
Theatre (Durham, N.C.: Duke University Press, 1968).

3 W1111am J. -Baumol and William G. Bowen, Perform-
.ing Arts:

Century Fund,

1966), pp. 340-347.

4 Actually the prodﬁct wage - the money wage
divided by the product price - rather than the money
"wage divided by the consumer price index.

&

"To the contrary, the empirical results:
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Collection of Useful Economic Data in the Arts

A, Feasib‘lity Study for an Economlc Data Program

and 2

for an Economic Data Program on
the Conditien of Arts and Cultural Institu-
tions. Q\

Because many of the issues and problems weTe
associated with financhal reporting, Touche Ross § Co.
wa54engaged by the Reseaych Division of the Endowment
to provide technical analyses to these other contrac-
tors., Our role as an accoynting firm has been to
perform,. among other things) the following tasks:

1. To review the financ1§<ndata available in the

files of the Endowment\ and of certain major
service organizations in order to draw some
conclusions as to the ré‘iability and acces-
sibility of already existing data; ’

2. To compare the data basésxoﬁ selected organ-
izations in a systematic manper in order to
evaluate their comparabilityQagd their suit-
ability as a basis for model-building; and

3. To summarize the experience of those organi-
zations which have collected data from arts.
organizations so that the Endowment might bene-
fit from that experience.

Summary of Major Issues

As a result of our activities, we have identified
certain problems in the area of financial reporting
which-constitute obstacles to the orderly colleztaon
‘'of useful economic data from arts organizations.

Currently, no system exists for regularly sur-
veying organizations across all art forms. Rather,
within each art form, there may (or may not) be a
service organization which collects economic data on
a consistent year-to-year basis from a sample of its
constituents. To the .extent such data is collected,
it will have only marginal utility for inter-art form
comparisons, It also may not be consistent with data

.collected .from identical arts organizations by a dif-

ferent surveying institution at approximately the same

i
\

\

s Collection .
of Useful Economic Data
in the Arts:
Some issues of financial reporting

Joseph Kraemer and J~ffry Baldwin

- tions collected data for that year.

\
“Operating Expenditures," and devised survey forms

3

period in time.

The issues summarized below are repreaentatlve of
the kinds of basic financial reporting issues- which
affected .the various data sources that were examined.
These findings highlight the typical problems which
must be anticipated and planned for as part of the
design and implementation of any new data collectlon
process 1n the arts.
Data Reliability ’ !

Reliability was est1mated by comparing the infor-
mation across organizational data bases. Because the
data collection process in the arts is decentralized,:
certain respondents lave been asked to supply similar
information to dlfferent organizations at the same
time.

The Ford Foundation (Ford) and the Theater Commu-
catlons Group (TCG) collected financial data from a
number of in-common theaters. A single data element,
"Total Operating Expenditures,' was sélected as the
basis for a theater-by-theater comparison The year
chosen for analysis was FY74, since both organiza- °
Inasr.ach as
comparable data was collected from common respondents,
the information should have been consistent.

Table 1 shows the comparison. Only seven (30%)

.of twenty-three in-common theaters reported identical

"Total Operating Expenditures" to both TCG and the
Ford Foundation. Variances ranged from a low of $240
(Theater 8) tc a high of $355,703 (Theater 17)..
Twelve of the sixteem respondents reporting different
expenditures had variances greater than $10,000. Four
of the sixteen had variances greater than $100,000.

Without additional information, the exact causes
of the variances in the reported dfta could not be
determined on a per theater basis. Howeveér, the
range of probable causes would include the following:

1. Definition of Terms. There is no generally
accepted set of financial reportfng terminology for
arts organizations, Often the definition of the
surveying institution does not coincide with that of
the respondent.

For example, both TCG and Ford requested ""Total

tilizing several line items of expenditures. Ford

\

.\ .

Jeffry Baldwin is a Partner, and Joseph Kraemer is a Consultant, Management Services, Touche Ross & Co.,

Washington, D. C.
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built the total figure from the sum of '"Total Sal-
aries/Fees/Fringe Benefits".and "Total Nonsalary
Costs." TCG built to the total by summing "Total
Administrative Expenses," "Total Artistic Expenses,"
"Potal Production/Technical Expenses,'" and "Total
Other Expenses." In theory the two approaches should
sum to the same total Table 1 shows that this oc-
curred only about 30% of the time in FY74. .

2. Inclusion of Parent Organization Data. To -
the extent a respondent's books are consolidated with
a parent organization, reported operating expenditures
.may' sometimes include expenses of the parent.’ For
example, Theater 23 is associated with a major uni-
versity. It is probable that some of the variance
shown in Table 1 results from inclusion in the re-
sponse to TCG of some expenditures associated with
university operations rather than purely theater
activities, e.g., salaries may not have, been allocat-
ed between faculty duties versus theater duties. .

3. Inclusion of Imputed Cash Values for Contrib-,
uted Goods and Services. Arts organjzations often
receive contributions in the form of goods or ser-
vices. Should a resporident include in a survey
response- an imputed value for such contributions, the’
response will vary from the organization's audited
statement which usually does not 1nc1ude such imputed
values >

The area of contributions becomes even more com-
plicated when a. parent organization, e.g.r a uni- -
versity, provides such things as utilities, security,
and maintenance at no charge to the arts organiza-
tion. * (This may account for the large variance assoc-
iated with Theater 17 which receives a great deal of
in-kind services from a university.) The provision
of in-kind contributed servites would show as both’
income and expenditures in a given year and, thercfore,
net to zero." However, the non-inclusion of such ser-
,vices underestimates the actual level of public sup-
port and can result in misleading comparisons between .
organizations with institutional parents and those
without.

. 4. Human Error. Another explanation of variance
is human error. Such errors can occur in transcrip-
tion or tabulation by the respondent or be introduced
by the surveying institution as part of the coding
and editing process. Table 1 shows two cases of prob-
able human error: Theater 8's $240 variance and )
Theater 22's $900 vdriance.
The data shown in Table 1 lead to two conclusions:
1. For a significant budget item in a single
fiscal year, some inconsistent responses were
reported to surveying organlzatlons by in-
common respondents; and

2. No single factor appears to account for the

inconsistent responses.

Whether the variance is significant is a function
of the use to which the data will be put. Inconsis-
tent responses regarding :he level of operating
expenditures could be high'y significant to those
auditing the financial records of a given respondent.
However, the data collected by TCG and Ford were used
to determlne problems and trends within a broad effort
to monitor the economic state of the arts. Consequent-
ly, inconsistent responses on the order of those shown
on Table 1 may not be significant in the aggregate.
The sum of the operating expenditures for FY74 re-
ported to the Ford Foundation by theaters also !
reporting to TCG was approximately $500,000 (2%)
greater than the sum of thé responses to TCG. A 2 %
variance would appear .to be acceptable for purposes
‘of ana1y21ng the state of an industry, for presenting
trends over time, and for model building purposes.

One data use does require some caution because of
these variances. To the extent that time series data

I{\L(:« - . .
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is presented when more than one organization col-
lected the data, the material presented should be
noted accordingly. For example, TCG data for FY75
and FY76-will be used to up-date the Ford Foundation
data. There will be a certain amount of variance
between FY74 and FY75 because these organizations
used different surveys and procedures to collect the
-data. . '

Additional Factors Affecting Reliability

Interviews with representatives of organizations
that have undertaken data collection.activities in
the arts revealed some additional factors which have
affected data reliability in the past.

1. Financial Capability and Incentive of the
Respondents. There is a wide range of financial
capability (or lack thereof) among arts organiza-
tions. In some cases, this is complicated by an at-
titude approaching disdain for the commercial aspects
of non-profit arts activities. Consequently, a lack
of accurate financial records may not even be con-
sidered a problem.

Some grantor organizations (such as Ford) have
begun to request periodic financial reports from
grantees. This process.tends to result in grantees
maintaining similar financial rzcords. Consequently,
this may become.less of an issue ia wie future.

2. Fiscal Year-End Variances. The records indi-
cate that a majbrity of arts organizations have a
30 June fiscal year-end. The next most common fis-
cal year-end is 31 December. Other fiscal yecar-end
dates include 30 September, 31 August, and 30 Mar'ch.
The inconsistency of year-end dates complicates the
conduct of a survey. .For example, a survey con-
_ducted in September-October 1977 will not collect
FY77 year-end data for those organizations which are
on a calendar year for accounting purposes. Most
likely such organizations will submit FY76 data and,
theréby, cause a problem for the surveying organiza-
tion, which is interested in collecting and "analyzing
FY77 data. Mixing FY76 data for some respondents
with FY77 data for others can result in mislcading
conclusions. Unfortunately, such mixing often occurs
and -is justified in terms of the need to publish a

© report as soon as possible.

Data Accessibility, S%orage, and Retrieval

“ There is no centralized accesS available to
financial data on arts grganizations. When infor-
mation is required, as occurred on this piocject, it
must be drawn together from diverse sources, both
within and without the Endowment. This process#is
time consuming and expensive. The effort required to
gather the data tends to impede the data analysis by
diverting resources from the analysis to the more
mundane tasks of data collection and data organiza-
tion. )

With the exception of Ford, none of the service
organizations or Endowment Program Offices has auto-
mated the data retention or retrieval process,
Consequently, information is stored on paper rccords
and summarized manually on spreag sheets. The anal-
ysis performed is usually basic cross-tabulation
without any use of interpretive st1tlst1c1l tech- N
niques,

The Future,

The studies sponsored by the Endowment's Research
Division,; of which our work was only one. part, have
demonstrated that the lack of a centralized data
collection effort hinders, if not renders impossible,
any systematic analysis of the financial and other
characteristics of arts organizations. Consequently,
when there is a request fér information, for example,

5 |
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‘from Coﬁgress, there does not exist any system of
generating a response which is both timely a&nd- dc-
cuarate. : ’

Touche Ross was concerned with the accessibility,

reliability, and comparability of financial data col-
lected from arts organizations. What we found was

that data collected to date were not particularly ac-:

cessible, had reliability problems, and were not: gen-
erally comparable--even.in situations where different
institutions conducted surveys of the same respon-
dents in the same year.

The arts face a choice: either to 'continue the
exlsting decentralized data collection process,.or
to cooperate in ‘the design and implementation of a
new process. Such-a process would facilitate consis-
tent reporting-practices and create a data base; on

the arts. .This data base would contain current and
accurate information and would be accessible to a
variety of potential users. With cafeful planning,
such a data collection process need not impose. any
significant incremental burden on arts.organizations
nor should it divert resources from the primary cre-
ative tasks of the arts. .

We discussed previously-the underlying causes of
non-comparable and unreliable data in current data *
collection efforts. The new process must address and
correét these problems, .

1.  Uniform and accepted terminology should be

) defined, with the participation of arts

organizations to enhance acceptance and use;

2. -Standard reporting practices should be spe-

cified for such items as allocatioh/consol-

©

o -

Table

¥

idation of pgrént organizatidh data and
in-kind services; . ]

3. The process should include review points
to allow identification of errors;

4. In order to insure timely gnd accurate
resporises, the process should centain some
incentive: for example, it should be made
an integral part of the Endowment's grants
process; -

5. Finally, the data collected should be ¢
enter into-a computerized system and
outputs made available -to the various

~users, including service organizations
- and state and metropolitan arts councils.

The non-profit arts' cannot sustain themselves on
earned income alone. The grantors who provide the .
required unearned income have a right to know the
cconomi'c health of the institutions they support,
while the .arts have to establish their funding needs -
in the context of competition -for scarce public !
resources. There is no choice other than to bring
coherence and consistency to FThe process of arts data-
collection, a process which currently is discontin- ’
uous’ in time;’fragmented,in'responsibilfiy, and in-
consistent across art forms.

Footnotes : . :

1 By letter dated August 11, 1977, TCG did advise
the Endowment's Research Division of possible ex-
planations for specific variances based on, TCG's
knowledge of a theater's financial situation in FY74.
TCG's comments provided some helpful-insights for our
analysis. . . )

-
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REPORTED OPERATING EXPENDITURES FOR FY74 ' : .
< " " Theater .
. ord Communications )
Theater Feundation Group . Variance L a ut .
Theater 1 ° $ 375,540 $§ 375,540%* $ -0- . ~ -
Theater 2 2,383,119 * . 2,134,367 248,752 . t
' Theater 3 1,602,545 '1,589,793** 12,752 7.
Theater 4 1,604,517 1,604,517 -0- o v
Theater S5 640,585 592,207 - 48,378 : «
Theater 6 - % - 254,361 267,011 (12,650) ) .
Theater 7 583,612 594,969 (11,357) '
Theater 8 ° 2,082,292 2,082,052 ) 240
Theater 9 591,669 591,669 ! -0~ .
Theater 10 782,116 879,342 - (97,226) @
‘Theater 11 2,280,406 2,131,464 148,942
Theater 12 . 735,714 738,581 (2,867)
. © Theater 13 1,974,075 1,974 ,075%* -0- . ¥
Theater 14 - v e g9 09T - 582,091 . - -0- -
Theater 15 . 877,789 - 905,563 (27,774) - s
. Theater 16 : 513,850 517,380 . (3,530) ¢
' > Theater 17 . 887,169 531,466 . 355,703
Theater 18 . .7 752,727 ~ 752:727 7% - 0-
Theater 19 841,580 841,580 -0-
Theater 20 806,979 847,732 19,247 : .
.o Theater 21 1,026,993 €35,962 - 91,031 ..
Theater 22 233,510 - - 232,610 900 .
Theater 23 480,513 724,574 (244,061)
$22,953,752 $22,427,272 $526,480
**pdjusted to reflect FY 74 year end data reported to TCG as part of-their FY 75 annual“surVey? The %djpstment
was required because certain respondents were on a calendar year basis for accounting purposes; therefore, FY 74
year end data could not be gupplied to TCG in time for inclusion in the FY 74 survey résults., .,
-t " 4 .
Q ’
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¢ S : Workshop T ' I
- Evaluating data series rec:ommendatnons ’ o
. - : - : for forecasting . 1
‘ the economic conditior: of the arts . | R

. .

-

Moderated by Steve Benedict, consultant to the
National Endowment for the Arts!, this workshop re-
viewed a report by Booz Allen ‘and Hamilton on alter-
native approaches toward developing an' Endowment- .
sponsored arts data series. 'While the reports re-
viewed during .the morning session focused on the data
needed for forecasting and modeling, as well as the
quality and accessibility of current data sets, the
Booz Allen stidy compared the costs af alternative
data collection plans and recommended B plan for
putting the prefe¢rred method into operation. .

:The National Endowment's Research Division has
proposed a three-part system of data cﬁllection em-
phasizing annual, five-year, and semi-annual surveys,
The annual data’ series would cover theatre companies, .
opera companies/, dance companies, s phony orchestras,
and museums; would seek to report eCtonomic condltlons
and levels of activity and service by~arts 1nst1—

" tutions; and would provide a basis for preparmng fore-
casts for use in five-year plan development. The .
five-year survey would not necessarily be done by the
Arts_Endowment, but might use the Census of Business

s that' is regularly done on a five-year basis mnow.

: semi-annual "quick response' survey will utilize a
small sample to identify developing trends and prob- -
lems. :

«

o

The Booz Allen report focused primarily on the
annual data seriesy evaluatlng five data collection
plans, four of which utilized questionnaires distribu-
ted and collected by mail. The fifth method used the
grant application mechanism as the means for distrib-
uting and collecting the questionnaires. Eooz Allen
recommended use of the application mechanism, inas-
much as this approach 'would produce the highest re-
sponse rate and the most complete coverage at the
least annual operating cost, estimated to be $160,000
to $220,000 annually. In addition, it was felt that

Q
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the applicatidn mechanism imposed less of a burden
on participating arts institutions than would a ¥
separaLe survey, and would represent ah expansion of i
in-place Endowment procedures rather than an entirely J§o
new initiative. |
. A fumber of issues wer¢ raised dur1ng workshep
discussion. There was extensive discussion-of the

- consequence$ of the application. mechanism for dafa

accuragy and universe coverage. It was suggested that
the use of the supplement constituted an incentive fo
respond since it formed a part of the grant appllca-

tion, and would help overcome the usual- hesitancy to
respond to mailed questionnaires: A number of cate-
gories of artistic activities 'and organizations are
represented completely in the application process,

while some might never appear. Therefore, the appli- j
cation mechanism might have: to be supplemented by

‘mailed surveys to be totally complete, Arts service ~
oxganizations*are also collecting data, and there
was discussion of the need for cobrdination to avoid
imposing an additional reporting burden.,

Advocates of both a role for the Endowment and ‘s
the recomménded approach. pointed out that service
organizatidns have their own purposes for data collec-
tion and currently‘generate non-comparable data sets
covering a limited universe, usually their member-~
ships. As an agency of government, the Endowment has
a responsibility to collect data needed to satisfy -
the information and planning data requests from
Congress and the Office of Management and Budget,
as well as the needs of the more general arts comnun ~
ity it serves.

Other questions raised concerned likely data
quality, given institution dccounting and record-
keeping procedures, and the accuracy ofethe estimated
cost of data‘collectlon

i
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Issues
in Developing a Model
to Assess the Community-wide
_Economic Effects .
of Cultural Institutions

.

Introduction

In recent years there has.been a growing interest
on the-part of the arts community to document the full
range of effects of the arts and arts institutions on .
American life. In-particular, while the prlmary pur-
pose of artistic and cultural institutions is not to
create -jobs, generate business for local entrepreneurs,
or boost sales of durable goods, many in the arts- com-
munity have felt it important to engage in studies
aimed at estimating the economic effects of selected
arts institutions on their local communities.

Intentionally or not, arts institutions do gener-
ate a number of.economic effects. Under a grant from
the Research Division of the National Endowment for
the Arts, we tackled the job of developing a model
which could be used by the general arts community--
individuals likely not to have had advanced training
in economics and the social sciences--to estimate a
variety-of positive and negative economic effects of
arts institutions on their local communities. More
generally, the model we adapted

* utilizes data generally available from an
institution's internal records or from
local, state, or federal documents;

* can be adapted to a varlety of settings and
take account of local governmental, social,
institutional, and economic conditions;

* focuses not only on the institution but on
its- employees and audiences as well;

‘s

&

_* can be Jused to assess the effects of one
institdtion or many;

* uses as inputs a variety of policy-relevant data
respecting an institution and itS community; and

* identifies negative as well as positive effects
‘on the local economic base.

What follows is a brief introduction to the model,
and-a report on the results of its application to a
group of eight institutions in metropolitan Baltimore.

The model we evolved was adapted from one used
originally to e;timate the economic effects of colleges
and universities.” The model consists of 30 linear
equations developed to measure éffects on local bus-

David Cwi and Katharine -Lyall,

_politan area.

David Cwi and Katharine C. Lyall

iness volume, government income and expenditures, and
personal -income and jobs (Tables 1 and 2)..
these.equations are subequations of others and are
added up to calculate a larger impact. The tripartite
division into business, individual, and government sec-
tor impacts allows us to recognize effects that may
benefit one sector at the expense of another and also
to identify effects that may unfold over different’
periods of time. To the best of our kmowledge, this

'is the first arts impact study to explicitly recognize

such differential effects. This means however that in
looking at the table of results below, the effects cited
cannot simply be added up for a total impact figure.
The data required to use the model are taken from
the internal accounts of the examined institutions as
well as from local, state, dand federal documents. In
addition, surveys .of institutional audiences, employ-
ees, and guest artists are used. To test the model, we
applied it to eight major arts institutions in Balti-
more. These institutions include the traditional core
of.Baltimore's vesources in the visual and perferming
arts, but hardly exhaust the full range of arts re-
sources available to residents of the Baltimore metro-
Correspondingly, these institutions,
do not exhaust the effect of the arts

)

while important,
on- the local. economy.
employment at the examined institutions numbers‘'only
404 or seven percent of the 5805 writers, artists, and
entertainers reported by the 1970 census to be working
in metroﬁolitan Baltimore. A5 has been typical of

- studies nationally, our model .focuses only on the

economic effects of arts institutions.:
The local 1nst1tut10ns we examined include The-

. Baltimore Museum of Art, The Baltimore Symphony and

Baltimore Opera, The Arena Players, The Maryland Ballet,
Center Stage, The Morris Mechanic Theatre, -and the
Walters Art Gallery. We are pleased to acknowledge
again the assistance and cooperation received from

- their management and staff.

The economic effects of these eight institutions may
be small relative to other industries in metropolitan
Baltimore, but our findings indicate that significant
reductions in their budgets would have perceptlble
local effects (Table 3).

Business Sector Impacts

In Fiscal 1276, the eight institutions spent

Senior Research Assoc1ates, The Johns Hopkins Unlver51ty, Metro Center, Baltlmore,

Md. Dr. Lyall is presently Deputy Assistant Secretary for Economic Affalrs, HUD, Washington, D. C.
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$5.3 million tor goeds. and services, of which 47 per-
vent represents purchases from suppliers and indi-
viduals in the Baltimore region. Another $1 million
was spent for wages and salaries.

Eighty nercent or more of the institutions'
tessional and administrative staff members live
Baltimore Ctiy, with the remainder concentrated
marily in Baltimore County. Slightly less than
{47 percent) of all employeces arc homecowners in
metropolitaniarea. Employees reported that, of $6.7
million.of disposable family income (net income after
deducation of taxes and social security contribu-
tions), two-thirds ($4.4 million) was spent_ln the
metropolitan region.

Total local paid attendance at all eight insti-
tutions during the 1976 season was approximatcly
718,000, with about six percent of patrons<+coming
from outside the metrvpolitan region. The percentage
ot out-of-region audience de* ‘rminced from our audi-
ence survey varied substantially among the eight
institutions, ranging from two percent for the Walters
Art Gallery and Center Stage Theatre to 14 percent
for the Baltimore Museum of Art.

In addition to the ticket price, local audience
parties spent, on the verage, sums ranging from
$3.85 to $15.65 per visit (meals, transportation,
parking, babysitters, etc.), depending on the insti-
tution and tlre—type of performance. As might be
expected, attendance at the muscums entailed the.
smallest ancillary expenditures, while attendance at
the Symphony and the Mechanic Theatrec involved the

- highest average supplementary expenditures. Alto-
gether, local Audiences in fiscal year 1976 spent
an estimated $2,634,601 in addition to ticket and ad-
mission fees. These figures were obtained from
audience surveys taken over a variety of performances
and times of day. . Because many persons attend per-
formances and cultural activities in couples and
groups, we formulated our survey questionnaire to
clicit average expenditure by party size.2

In fiscal 1976, some 43,000 visitors from outside
the Baltimore recgion came specifically to use the
cight arts institutions. These visitors contributed
roughly half as much as resident audiences to local
area spending, despite the fact that they comprised,
at any one institution, only two percent to 14 per-
cent of total attendance. Out-of-region patrons
exert a disproportionate cconomic influence compared
to local audiences, both because they spend more per
visit, and because a larger share of these visitors
spend money at all.

Average per diem expenditures reported by out-of-
region visitors ranged by institution from $11.80 to
$48.60, yiclding a total expenditure of $1,891,393
attributable to the drawing power of these institu-
tions in attracting out-of-town-visitors. It is im-
portant to note that this calculation reflects
expenditures only for those respondents who indicated,
that they came to Baltimore specifically to visit
the arts institution under study.

Each year, arts institutions contract with de-
igners, directors, conductors, choreographers,
featurced soloists, and others. These non-résident
"gpuest artists' make a modest contribution to local
spending. . The cight examined institutions reported.
a total of 1,913 guest-artist days spent in the
Baltimore rcgion, at per diem rates_ranging from $30
to §40, for a total estimated fiscal 1976 local ex-
penditure of $68,247. Our computation of guest
artist spending is undoubtedly conservative, since
no attempt has becen made to include members of family
or entourages in the total estimate. .

Notice, however, that these direct expenditures
by the institutions and their staff, audiences, guest

pro-
in
pri-
half
the

Q

RIC-

Aruitoxt provided by Eic:

artists, and out-of-region visitors do not capture
the full effect of such activities on the economic
base of the region. These direct expenditures gen-
erate second order effects, as local businesses make
purchases of their own to support the institutions'
local demand for goods and services.  Eventually,
Baltimore metropolitan region businesses will purch-
asc '$9.1 million worth of additional or backup goods
and services f£rom other local businesses, while the
employees of all local firms eventually affected by
institution-reluted business generate another $9.4
million in local business volume. - In addition, thesc
local firms have invested $5.7 million worth of
inventory, cquipment, and real estate_in order to
service institution-related business.

A portion of the business and personal incomes
generated by institutional activities are also depos-
ited with local banks, and this results in an ex-
pansion of the local credit base by some $3,106,000.

At this point, we should note that some aspects

.of arts institution activity may have negative
effects on the local economy. To the extent that
the institutions operate enterprises or provide ser-
vices in competititon with local businesses, their
receipts from these activities should be recognized
as a substitution, for other private business earnings
in the community. In some instances, however, it
may be reasonable to think that the subsidiary
activities of arts organizations are net additions
to total business volume in the region, perhaps’ com-
peting with activities outside the area but not
reducing sales within the region. Upon examination
of the particular auxiliary enterprises operated by
the eight institutions in our Baltimore sample, we
decided not to count any of .he $280,820 in income
from subsidiary enterprise as a net loss to other
private sector vendors. The bulk of this income was
derived from gallery and gift shop sales and from
concessioned restaurant facilities: profits from
concessioned restaurant sales go to private business
anyway. In the case of gallery sales, we assumed
tha: sales represent items that are largely unob-
tainable elsewhere, and that, in any case, museums
stimulate other private sector purchases through a
heightened interest in the purchase of art. No data
are available on which to make an evaluation or
assumption regarding the transfers from other recrea-
tional, entertainment, or educational areas that may
be represented by the ticket and related expenditures
associated with attendance at arts events.

Government Sector Impacts
A related finding concerns the impact of tax-
exempt arts institutions on the fiscal status of
local governments. The eight institutions in our
sample both impose costs on the city and bring rev-
enues to the city. Costs are assessed in terms of
. foregone property taxes; unreimbursed municipal
services; and the operating costs of public schools
attributable to the institutions, their personnel,
and their -children. The unreimbursed value of local
government services to the institutions and their
employees is estimated at $678,612. These items
clearly do not exhaust all effects on local govern-
ment, but reflect only selected impacts directly
traceable to the institutions and their employees.
On the revenue side, although all eight institutions
operate under tax-exempt status, they are nonetheless
‘responsible for $132,157 in tax payments to the six
local governments in the SMSA.4 The sources of
these revenues were property taxes, locally retained
sales taxes,® local income taxes, and population-
based state aid to localities. )
The.institutions also provided municipal-type

<
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services for themselves, including security services
and trash collection, with an annuil value of about
$33,172. Finally, we have estimated that the value
of foregone taxes on.tax-exempt property owned or
occupied by the eight Baltimore arts institutions is
no more than $100,000 and is more likely $60,000.
These figures reflect only foregone tax revenues on
property used by the arts institutions themselves
and do not attempt to reflect any positive or nega-
tive spillover effects that these institutions may
have on the value of surrounding (taxable) proper-
ties and neighborhood cohesion. It is important to
note also that all local goverpments in the metropol-
itan area contribute more than $1.5 million to the
eight institutions in outright trunsfers.

-Individual - Impacts

Impacts on private 1nd1v1duals in the metropol-
itan region are largely through jobs and employment
opportunities. We estimate that 1,175 full time
jobs in the Baltimore area are producéd by the activ-
ities of the eight arts organizations in our sample
and that these generate more than $9.6 million in

personal income for the region. | .

* that are not easily quantified.

Broader Use of the Arts in Attraction of Firms

In recent years, advocates of the arts have
stressed the importance of spinoff economic effects
In particular, it
has been claimed that the availability of artistic
and cultural activities can be a decisive factor in
both industrial relocation decisions and in the re-
cruitment and retention of executives.

Without arguing .that public policy toward the
arts ought to aim primarily at maximizing economic

returns to the community, it should be noted that, if-

arts and cultural activities have an ancillary role
in economic development decisions, this would rep-
resent an important additional consideration in the
development and evaluation of public policy toward
the arts. Therefore, as part of the Baltimore Case

- Study, we sought to evaluate local and national ex-

perience with respect to the impact of artistic and-
cultural amenities on industrial development and °
executive recruitment.

‘Since there are no hard data on the 1mpact of
artistic and cultural amenities on industrial devel-
opment and executive recruitment in the Baltimore
region or in the nation, we sought the judgments of
a variety of knowledgeable individuals through un-
structured interviews.

ve refer you to our full report for a discussion
of these interviews. Suffice it to say that there
was universal agreement among respondents that artis-
tic and cultural amenities by themselves arec not a
determining factor in either industrial or executive
decisions. When locating a business, business cli-
mate issues arc of prime importance. With respect to
"quality of life" issues, it is important for arts
advocates not to equate ''quality of life'" with "qual-
ity of artistic and cultural resources.'" Artistic

-and cultural amenities are a part of the total com-

munity fabric that also includes such factors as
recreational opportunities, schools, neighborhoods,
the cost of living, climate, efficiency and perfor-
mance of local government, the environment both
man-made and natural, the quality of health and ed-
ucational facilities, and positive social cenditions.

" Cultural and recrecational opportunitics are generally

Q
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.benefit Washington,

viewed as one area of concern, and business and in-

dividuals are interesteéd in the total mix of avail-

able educational and recreational opportunities
within this. broader ''quality of life'' context.
Some Conclusions

. In reviewing the effects of the eight Baltimore
inst1tut10ns we are persuaded by our work that in-
stitutional type, e.g., theatre or museum, is less
useful for identifying economic impact than struc-
tural distinctions, including (1) the proportion of
non-salary expenditures made to local suppliers;
(2) the number and composition of employees (guest
artists, resident troupe, permanent employees);
(3) the proportion of employee expenditures remaining

- in the community; and (4) local and visiting audi-
_ ence expenditures attributable to institutions. The
" interaction of these factors is idiosyncratic; for

example, in the Baltimore instance, should an arts
employee reside in Washington, D. C., his earnings
and resultant secondary spending would primarily

not Baltimore. In this case, a
visiting artist resident in Baltimore for part of a
season might have a greater local spending impact
than the direct staff employee. Similarly, in the
assessment of audience expenditures attributable to
the arts, it is not sufficient to know total atten-.
dance, since spending varies substantially by res-
idence of patrons (local versus out-of-region), and
spending by audience varies significantly by type of
institutien. Further, an institution that relies
heavily on contracts to guest artists who spend only
short periods in-the community may export a signifi-
cant proportlon of its wage bill. An analogous sit-
uation will arise for institutions dealing with out-
side suppliers.

If interpreted corréctly, we believe that the
model can. provide some useful insights to local
planners and arts organizations on their contribution
to the local <conomy. However, some caveats are.in
order. . :

As noted earlier) it cannot be inferred that the
eight institutions examined in.this study ecxhaust
the cffect of the arts on the Baltimore economy.
While the eight institutions studied include the re-
gion's largest arts institution, these organizations:
constitute no more than 10 percent of the total arts
employment in the Baltimore metropolitan arca.

Finally, while the model can illuminate the im-
portant and complex economic relationship of arts
institutions to the business, government, and indi-
vidual sectors, and so would be helpful in evaluating
the value. of artistic and cultural activities as an
economic development strategy, we caution community
planners and arts advocates against placing inappro-
priate emphasis on narrowly defined ''return on in- .
vestment" criteria in the development of public
policy toward the arts. "As noted at the start, the
primary purpose of arts institutions is not economic
but the enrichment of our lives in non-cconomic ways.
Since individual arts institutions have differential
economic effects, narrowly defined "return on invest-
ment" criteria might suggest differential public -
support or constraints on that support so as to max-
imize local economic effects. Our report to the
Arts Endowment includes a number of examples of po-
tentially inappropriate policy uses of economic
impact analyses, and we invite you to refer to the
full report for this discussion.

W
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Footnotes

1 This model has been adapted from J. Caffrey and
it. 1saacs, Estimating the Impact of a College or
University on the Local Economy (Washington, D. C.:

" American Council on Education, 1971).

2 A variety of issues inherent in the use of self-
administered questionnaires to acquire audience ex-
penditure data ave discussed in our report to the Arts
Endowment.

~ 3 This represents the fiscal 1976 value of these

assets and not cxpenditures made in 1976, although a
portion of these assets may have been acquired in
that year. Such expenditures were not necessarily
made with local firms.

4 Includes only tax payments related to direct,
not secondary, expenditures (i.e., Model B-1). This
figure also excludes a variety of user fees paid by
employees.

5 Only sales tax revenues going to local govern-
ment are ‘counted.
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Table 1

A MODEL TO ESTIMATE THE ECONOMIC IMPACT OF fHE ARTS

Business Sector lmpacts

P T

Government Sector Impacts

Impacts on Individuals

Emps + x(E + 0OC)

B-1 E = Ei CE b vy L | G-1  GR = RETX + ST + YT + SA + OR I-1 J =
B-1.1  E, = z(TE; - W - Transf - T,) G-1.1" RETX = RET; + RETe + RET, I-2 PY' =W + p(E + 0OC)
B-1.2 L, = () (W, *+ -5 Yjq) G-1.1.1 RET_ = Emps(H)(pt) (TRA/R)  1I-3 DG = K(PY)
B-1.5 b =g (GD) G-1.1.2 RET, = (RP)(ar) (pt)
B 1.4 B = altA) G-1.2 ST = st(STR) (E/TBV) |
B-1.5 L, = v(TVD) G-1.3 YT = (TYT/HI) (Emps) o - LT
B-2 P = - 1)(E) G-1.4 SA = PS + OR
B-3 BV = (L45) () (m - 1 G-1.4.1 PS = N(C) (SE) - -
B-4  BI = RD + Inv G-2  0OC = MOC + PSOC |
B-4.1  Rp'= (L/TBV)(AV/ar) G-2.1 MOC = B(Eli/POP)
B-4.2  Inv = ir (L + BP + BV) G-2.2  PSOC = ($B) (C/TC)
B-5 (B = (1-t) [T, + Td_ (Emps?] + G-3 6P (Gpm)tMQC/B) + (GP) (PSOC/SB)
(I-dj[DD; + DD (Emps) + G-4  FTX = AV(ar)(pt)
by (E + B + BV)] | G5 SSVS =Py e S e L e T )
B-6  NBV = 1B C e

ERIC . -

Aruitoxt provided by Eic:

tf? .

.




Table 2

. LIST OF EQUATIONS

[N

Economic I@pacts on Local Governments

. Economic Impacts .on Local Business

Direct Impacts - ' ) oo G-1 Total Institution-related Local Tax Revenues (GR)
' G-1.1 Local Real Estate Taxes Paid by the Institution,
, B-~1 Total Institution-related Local Expenditures (E) Its Employees, and Local Businesses Serving Both
B-1.1 Local Institutional Expendltures for Goods and | (RETX)
Services (E ) : G-1.1.1, Local Real Estate Taxes Paid by Institutional
B-1.2 Direct Expendltures in the Local Community by . Employees (RE1 )
Institutional Employees (E_.) Cg , .
-1.1.2 Real Estate Taxes Paid by Local Businesses on
B-1.3 Local Expendttures by Gueet thISts (Eg) . Real Property committed to Support Institution-
B-1.4 Local Expenditures by Local Audience 8nd Patrons (E, )] related Business (RET. )
B-1.5 Local Ancillary Expenditures. by Non- Local Audience G-1.2 Local Sales Tax Revenued Resulting From Institution-
and Other Users (Ey) related Direct Expenditures (ST)
. G-1.3 Local Income Tax Revenues Paid by Institutional
Induced Impacts Employees (YT)
o G-1. State Per Capita Aid to Local Government Attrlbutable
B-2 Purchases by Local Businesses from Local Sources ] 4 to Instltuzlonal Employees (SA)
in SEPPOIt OfEInStltUtlon -related Expenditures G-2 Operating Cost of Government- -provided Municipal
in the Local Economy (Bg and -Public School Services Attributable to the
B-3 Local Business Volume Stihulated by Institution- Institution and its Employees (OC)
E;;?g;geinEggi Spent by Local Business G-2.1 . Local Governmental Operating Costs (Excludlng
. Schools)
B-4 Value of Local Business Property Commltted to G-2.2 Public School Operating Costs Attributable to
Institution-related Business (BI) . Institutional Employees (PSOC)
8'4'} Value of Local Business Real Property Committed to . © G-3 Value of Local Governmental Property Commltted to
- - Support - Institution-related Business (RP) Support Scrvices to Employees (GP)
B-4.2 " Value ?f 8951ness Inventory Committed to Suppo?t ‘ G-4 Foregone Real Estate Taxes Due to the Institution's
Institution-related Direct and Secondary Business - Tax-exempt Status (FTX)
Volume (Inv) : G-5 Value of Local Governmental Services Self-provided by
B-5 Expansion of the Local Credit Base Attributable to . the Institution (SSVS)
Institution-related Deposits (CB) . ]
B-6 Local Business Volume Unrealized Due to Institution- Y R A
I Ind 1
related Enterprises (NBV) Economic Impacts on Individuals
S I-1- Number of Local Jobs Resulting from Institution-
related Direct Effects on the Local Business
Sector and Government (J)
- - : I-2 Total Local Personal Income Due to Institution-
’ related Direct Effects on the Local Business
Sector and Government (PY) ‘
1-3 Durable Goods Purchases Attributable to Institution-
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0o

ERIC - . -

Aruitoxt provided by Eic:

related Increases in Total Personal Income (DG)

®p
<

suonnpsy| [2IynD) Jo S}y dlouodT ssassy o} [ppow e Burdojaasq ur sanssj

8%




Issues in Developing a Model to AssesSQEconomic Effects of Cultural Institutions . ' 59 .

Table 3

SUMMARY OF ECONOMIC EFFECTS--1976
8 BALTIMORE ARTS INSTITUTIONS

Business Fiscal Year 1976

‘Total direct expenditures of the 8 institutions

for goods and services $ 5,344,754
0f which purchased locally ' : . 2,405,026
Emhlb;ee household disposable income 6,701,479
of which spent locally. - . 4,422,976
Total audiencé spending (other than ticket price) 4,515,993
Of which local -audiences spent ' . 2,624,601 .. ,
0f which out-of-region audiences spent : 1,891,392 - . .
Spending by guest argists e ) 68,247
Secondary business volume generated gy suppliers : )
and their employees 18,499,454
Current value of backup inventory; eduipment, A
and property . 5,746,743
Government
Insfitutions—related.tax payments to Iocai government 678,612

value of local government ser?icés to institutions-
related employees and their households 132,157

Foregone property taxes on'tax—exempt property 59,765

Total local government contributions to the 8 arts
institutions 1,578,545,

Individuals

Number of full-time jobs in Baltimore SMSA
attributable to institutidéns-related activity 1,175

: Personal incomes generated by institutions-related R
business volume T . ’ 9,676,284

.
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Workshop Tutorial:
How to assess the economic impact
of arts institutions -
on their communities

<

This workshop/tutorial was developed to orient inter-
ested conferees to the economic impact model reported
on during morning session. Copies of Research
Division Report No. 6, Economic Impacts of Arts and
Cultural Institutions: A Model for Assessment and a
Case Study in Baltimore were distributed and reviewed

.- . by David Cwi and Katharine Lyall. At the time of the
conference, this report was the only Research Division
study available for distribution.

The economic impact model.consists of 30 equa-
tions. Each is reviewed at length in the user manual
that forms a part of the report. Conferees were first

. given an orientation to the user manual with discus-
sion following regarding specific assumptions under-
lying individual equations.- Data collection tasks,
including requisite employee and audience surveys,
were also reviewed.

- There was extended discussion of the utility of
economic impact studies to local communities. Rep-
resentatives of arts institutions indicated that the
data provided by such studies was irrelevant to an -
institution's artistic mission. Further, there was
some feeling expressed that the task of assessing

..economic impact was somehow suspect, akin to finding

":a false fact. Other conferees noted that in the com-
petition for public dqllars, economic impact infor-

9 -
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mation was the sort that leglslators ‘"listened to."
By having this information available, together with
other data on arts impact, legislators would find it
easier to justify arts appropriations. Some were
uncertain whether studigs of arts 1mpact had the
desired political effects.

It was agreed’ that studies alone would not in-
crease arts support, and that this is often a polit-
ical matter with the models for: successful political
action varying by community. To the extent that
political processes are facilitated by the timely

- presentation of information, - eoonomlc impact and other
studies may be helpful.

e ‘Cwi and Lyall called attention to the final sec-
tion of their report to the Arts Endowment which notes
the potential for mjsuse of economic,impact data-in
the development of public policy. Conferees were
cautioned not to use economic impact'data in ways
that might later come back to haunt qhem Future
public appropriations may be discouraged if misleading
claims are used today to elicit pub11c support.
Equally important, should approprlatlons be made
largely on the basis of economic effects, this may
‘encourage funding decisions not ‘in thé best interest

of the arts community. !
! \
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Since its inception in 1970, the National Research
Center of the Arts has conducted:34 studies in the
cultural field. A number of the studies have viewed
non-profit arts and cultural organizations as an
industry, 'focusing on this industry!s present ‘condi-
tion and future needs. Industry studies have been
conducted twice for New York State; for the states
of Washington, California, and New York; for museums
. nationwide; and for all arts nationwide.

- These studies have been largely factual, con-
cerned with gathering information about.such matters
as income and expenditure, personnel, facilities,
audiences, and public service provided. They have
routinely been based on direct personal interviews
with the administrative directors of surveyed or-
ganizations, supplemented by self-administered
torms.
by others of a qualitative character, these have di-
rectly solicited the respondents' opinion, especially
regarding future needs and anticipated trends. -Con-
fidentiality is. guaranteed and the data summarized
and reported only in the aggregate by size, art:
form, geographic location, etc. Responses by indi-
vidual institutions are never released, though
special aggregates and special runs have often been
made.

Administrators of arts organizations are not
likely to be predisposed in favor of survey research.
They are frequently suspicious of statistics, dubi-
ous about the findings of- prev1ous studies, and un-
1mpressed by the usefulness of the results. Arts
»- organizations are so varied in scale and function
that standardized questions often seem to the re-
spondent ‘to be inapplicable, or to reauire an answer

which forces institutional reality to conform to a

standardized abstraction. Such basic matters as

organizational-facilities and the location of deci-

'sion-making authority are likely to be far more

complex than a uniform questionnaire can deal with;

© and the quallty which gives an ‘organization its
uniqueness, in its own-eyes, may vanish when incor-
porated into a statistical aggregate, or so they fear.

Only gradually, as a result, has the need for the
most rudimentary and curr;atly malntalned informa-
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When factual questions have been supplemented -

°

. cerning attendance figures.

Studies of v
! the Condition and Needs
of Cultural Institutions:
‘Their past uses
and future prospects

Carol Grossman and Eri¢ Larrabee

sector of the national economy is so unable to ac-
count for itself to a public on which it increasingly
depends. What August Hecksher.reported to President
Kennedy in May 1963, namely, that a "major obstacle™

to a sound national policy on the arts was "the lack

of adequate up-to-date factual and statistical infor-
mation' ‘is just as true now as it was then. The

National Research Center's past and current exper-

ience has impressed upon us the intractability of

arts information in the face of this national need.

Even though this experience prepared us for the time

used to acquire accurate information, that time--five
months at least--is alone a staggering testimony to

this intractability. '

More importantly, we have learned a considerable
amount about the kinds of information arts organi-
zations can be expected to provide. ‘It is not real-
istic to ask for a high level of discrimination con-

Performing companies
which tour ordinarily have no capability for counting
the house when ‘they -are away from home. Lacking a
functional necessity to, do so, many arts organiza-
ticns have traditicnally kept no attendance figures,
even when it was possible to do so. When attendance
information is available, it rarely permits break-
downs into significant sub categories. For example,
many museums, though they may know the number of
school groups they handle, make no distinction in |
their reported total attendance between children ‘
under 16+ adults, and adults over 65. Finally, with |
the increasing number of arts events in casual cir- |
cumstances, such as street festivals, performances in |
parks, etc., an important sector of the growing arts }
audience can be calculated no more accurately than a
police estimate of the size of the crowd.

Most difficult of all to secure is financial in-
Formation. Here an 1nd1v1duallst;c and reticent
tradition is very much alive in the arts. Even when
assured repeatedly of confidentiality, many arts
organizations are reluctant to reveal details of
income and expenditure unless authorized to do so by
their trustees. As a matter of policy, some insti-
tutions will release financial data only to potential
donors or sources of funds. Moreover, the argument

tion been perceived. Certalnly no other substantial that financial data ts a useful tool for increasing
Eric Larrabee is President, and Carol Grossman is Vice-President, National Research Center of the Arts, Inc. g
New York. . . .
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overall governmental-drts funding has no appeal to
those organizations which currently have no need for

‘government funds, or no past success in obtaining
them.

Once candor and good will are assured the prob-
lems of precision and comparability have only begun.
The bookkeeping requirements and procedures of arts
organizations vary enormously. In the low budget-
size categories (e.g., up to $50,000 annual expendi-
ture), it is not uncommon for organizations to have no
annual operating budget as .such, much.less an audited
budget statement. These organizations -function on a
month-to-month, week-to-week, or hand-to-mouth basis,”
so- that they can be included in a survey only by con-
structing their budgets for them. At the other ex-
treme are organizations so diversified and interre-
lated that onlv with difficulty can budgets for their
constituent units be established independently. - A
fine arts eocxety, for example, may serve as an um-
brella for a museum, an art 1nstitute, and a chil-
dren's theatre.

. It is a commonplace that uniform, accepted stan-
dards of financial reporting do not exist in the non-
profit cultural field. wWhat may not be realized, how-
ever, is the extraordinary range of possibility for
variations in practice, all of which are "acceptable,’
_especially in the treatment of non-current funds.

For obvious reasons, there is an implicit pressure to
show deficits. A partner of one large accounting
firm, who has had considerable experience with arts
organizations, estimates that by ‘adopting one or -
another of various fully accepted and legitimate prin-
ciples of reporting, the bottom line figure can be
made to vary by as much as 30 percent. The more di-
vision within an organization, the more permissible
variation there may be. An organization may quite
honestly reply, "We have three different sets of Books
Which one do you want."

To extract the true story, therefore, becomes an
exércise in ingenuity. Above all, the factual infor-
mation Survey instruments e11c1t must be carefully
checked, internmally within itself and externally
within minimum standards of plausibility. In our
experience, very few completed questionnaires survive
the *validation process uncorrected. 'In a recent sur-
vey, one organization came to us reporting a seven-
digit deficit. Their audited statement suggested that

Q

]

they had in fact .a five-digit surplus. When reviewed
by us and an outside independent accountant, it seemed
that they ‘had a six-digit surplus’.

To be sure, the organizations themselves are not
solely responsible for the varying ways in which
records are kept. They are continually being asked
for data. They complain, with some justice, that no
sooner is one form filled out than -another arrives:
from the IRS, from the National Endowment, from their
state arts council, from foundations, from their
respective service organizations (ASOL, AMA, TCG, OA,
AADC, etc), and ‘from research agencies like ours.

All the forms are different, inasmuch as the needs
which give rise to them are different. Attempts to
standardize instruments have foundered on the neces--
sity each art form feels to generate information
reflecting its own realities. The lack of uniform
reporting stems, in our opinion, from the fact that
the prganizations themselves have not rebelled.

" This somewhat somber characterization of the cur-
rent situation is offered, not to discourage research,
but to-indicate some of thc consequences of the fact
that research in the arts is so recent in origin.

Few other comparable sectors of the economy have been,
until recently,.So cursorily examined. We are only ©
beginning to cmerge from the descriptive stage. The
studies that we have described have provided a basic
taxonomy and a system-of organization and classifi-
cation allowing the whole to be perceived and . trends
to be charted while also locating more detailed
studies in a correct context. Up to this time their

primary“usefulhess has been advocacy, to serve as a

guide to policy in a field where the absence of data

had hitherto been an obstacle to decision-making.

It may be, as some have argued, that this stage is
coming to a close. But it will be closed only when
it is completed, when the basic facts are in place,
to serve as benchmarks and boundary lines. Until
the past decade this was unknown territory. To the
extent that the National Res&arch Center of the Arts
has traversed it, we are in a position to report on
the overall outlines of the landscape, the charac-
teristic flora and fauna, and the customs of the , =
natives. But we can also report that there is still
open country to bé explored and work to be done, and
that in' our view the descriptive task should by no
‘means be closed to intrepid researchers.
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The Economic Condition of the Live Iirofessional Theatre in America .

Robert J. Aﬁderson, Jr. and Sonia P. Maltezou ’

Over a decade ago, in the first full-scale investi-
,gation of the economic condition of the live perform-
ing arts, Baumol and Bowen concluded that the fi-
nancial plight of the performing arts would continue .
to worsen due to basic structural economic- factors.
They found that the cost of performance tends to rise
at a greater rate than the general price level, since
there is relatively little scope in live performance
for the kind of productivity increases that charac-
terize the rest of the economy. They called this
At the same time, the
rate of growth of box office revenues tends to be
held down because of the ¢ommitment in some segments
of the performing arts community to keeping admis-
sion prices within reach of as large a cross-section
of the public as possible. )
While the Baumol and Bowen dlagﬁOSIS is unmis-
takably clear, their prognosis for the future rested
heavily upon a number of unknowns.
plications of their conclusions for the future, they
wrote: ) o
This conclusion has implications that are rather
-sobering. It suggests that the economic pres-
sures which beset the arts are not temporary--
they are chronic. It suggests that if things
are left to themselves deficits are likely to
grow. Above all, this view implies that any
group which undertakes to support the arts can
expect no respite. The demands upon its re-
sources will increase, now and for the fore-
seeable. future. Happily, however, w< shall
see that contributions have also been growing.
and that there is some reason to hope that the
sources of philanthropy will be able to meet
much of the expanding need for funds. Some
classes of performing organization--espe-
cially the established groups and those with
.well-organized fund raising machinery--may,
therefore, find survival in the future no
more difficult than it is today. But for the
smaller, more experimental and less-well or-
ganized groups, and the organizations which
are not operated on a non-profit basis and so
do not live by philanthropy, a state of finan-
cial crisis may not just be perennial--it may

Regarding the im-

The Economic Condition R
of the Live Professional \
Theatre in America S

well grow progre551ve1y more serious. 2 \'

In our study of the theatre, we are examing wﬂﬁt
has happened to the economic condition of the live
fessional theatre in America over the past ten-odd’
years. We are investigating .whether or not the cost-
‘revenue squeeze.diagnosed by Baumol and Bow&n has be-\
come progressively worse, as they predicted, with all \
the attendant adjustments this would necessitate. We
are also examining some of the factors that could ac- \
count for the patterns in the economic condition of the \
theatre that we observe over the last decade.

The theatre is particularly interesting in this
regard because, unlike the other traditional live

. performing arts, theatre,is produced by both for-
profit and not-for- proflt organizations. We should
expect to see particularly dramatic responses to econ-
omic factors in the case of for-profit producing
organizations, for these are ineligible for any sig-
nificant form of philanthropy. /

The data we are examing show, somewhat surpris-
ingly,.that theatre activity has been stable or has
grown -over the last decade. 'In particular, the data
seem to be showing the following: ‘

1. Current dollar investment in Broadway pro-

ductions has grown over the period 1965/66
to 1976/77 at the rate of approx1mate1y
5.9% per year, as is shown in Figure 1.
While we do not have an index of the rate
of inflation in the cost of Broadway pro-
ductions, if we assume that these costs
have increased at approximately the rate of
the wholesale price- index over the same
period (approximately 5.9%), we conclude-
that in constant dollars, investment in
Broadway productions has remained approx1—
mately constant.

2. The number of productions on Broadway ex-
hibits no trend over the period 1952/53 to
1976/77, as is shown in Figure 2. Data for
an extended period do show a fairly steady
decline in the number of productions over
the period 1928/29 to 1952/53. Since then
the number of productions seems to have
fluctuated with no sign of any trend.

I‘O-

Robert J. Anderson, Jr., Vice President and Director of Economics, and Sonia Maltezou, Senior Economist, Mathtech,
Inc., ar subsidiary of Mathmatica, Inc., Princeton, New Jersey.
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3. The estimated rate of return on invest-
ment in Broadway productions over the
period 1964/65 to 1976/77 averaged 13.18%.3
We do not know how this compares,with re-
turns in the past, although rcportedly it
has been estimated that the rate of return
on investment in Broadway shows over the )
period 1947/48 to 1957/58 was approximate-
ly 19.5 %. -

4. The operating budgets of 30 large not-for-
profit theatres grew at an average annual
rate of approximately 9.1% per ycar over
the period 1965/66 to 1975/76, as is shown
1 Table 1. This compares with a rate of
growth of the wholesale price index of
approximately 5.9% over the same period,
indicating a real expansion in the activ-

, ities of these theatres.

5. These same 30 large not-tfor-profit theatres
cover about the same percentage of total
operating expenditures out of box office
earnings today as they did in 1970/71 (sec
Table 1). This is yuite remarkable in view.
of the rapid rate of growth of operating
budgets. | : )

6. 'The number of productions undertaken by 30
of the- larger not-for-profit professional
theatres has remained roughly constant (see
Figure 3), while the number of performances
has grown considerably (see Figure 4).

These findings are at least mildly surprising in

light of the compelling logic which underlies the

prognosis offered by Baumol and Bowen for the live
performing arts. If the cost-revenue patterns they
foresaw had been realized, we should have expected
to observe the profitability of investment in Broad-
way productions decreasing over time, with attendant
decreases in productions and in the level of invest-
ment. This scems not to have happened. In the case
of the not-for-profit theatre, we would have ex-
pected to see -increases in the proportion of oper-
ating budgets provided by contributions over time,
declines in .real operating budgets, and declines in
producing and performing activity. These alsc seem
not to have happened. a :

What accounts for these surprises? The answer

. an unmixed blessing.

is simple. There has been considerable scope for

Broadway producers apparently have tcnded to employ

‘lower-salaried cast members than in the past’; cast

sizes have fluctuated.with the times; orchestra sizes
for musicals have decreased; ticket prices have in-
creascd; new marketing initiatives have been under-
taken. Not-for-profit producers have extended their
seasons while holding number of productions roughly. -

- constant, thus spreading fixed production and admin-

istrative costs over a larger number of perform-
ances; touring also has extended the economic life
of some productigns; marketing initiatives have-been
undertaken, with the result that thesc theatres now
fill an increasing percentage of capacity.

“This econorn®zing behavior may not, of course, be
Smaller casts, smaller orches-
tras, higher ticket prices, fuller housecs, larger
houses; lower-salaried casts, sparser sets, may all
detract from the artistry of the theatre. Unfor-
tunately, we have no way to judge the extent to
which the economic condition of the thecatre has been
maintained and/or improved at the c¢xpense of artistry

lootnotes .
.1 William J. Baumol, and William (. Bowen,
Performing Arts: The Economic Dilemma (New York:

The Twentieth Century Fund, 1966), pp. 10-11.

2 1Ibid., pp. 10-11.

3 This does not include any analysis of ‘return
to National Touring Companies spawned by the parent
Broadway Company, and since we belicve these oper-
ations to be more profitable, on the average, than
Broadway operations, this rate of return probably
understates overall profitability of the combined:
parent company/wholly owned touring company oper-
ation. ’ C

4 Reported in Moore,.Thomas Gale, The Economics
of the American Theatre (Durham, North Carolina:
Duke University Press), 1968.

.

"'economizing! the operations of theatre organizatjions.
|
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‘Table 1
BUDGET INFORMATION FOR THIRTY NOT—FOR-PROFITVTHEATRES; SELECTED YEARS
OPERATING INCOME
EAﬁNED INCOME UNEARNED INCOME TOTAL INCOME
‘Total ‘Surplua {+) Percentage |Percentage of
Percentage Percentage P Operating or of Earned Unearned.
YEAR| Amount $ [to Total Amount § jto Total Amount $ etr- Expendi- Deficit {~) Income to  [Income to
Income Income Fentagel tyres Total Oper. [Total Oper.
' v : {dollars) Expendi- Expenditures
. ' tures
65-66| 8,920,997 '76.6 2,732,489 23.4 11,653,486 [100.0 ll,'955,735 .,- 302, 249 74. 6 22.9
67-68 13,193,985 ‘ ‘71.2 5,335,473. 28.8 18,529,458 }100.0{-19,929,917}.--1,400,459 66.2 26.8
70-71{ 14,110, 660 67.3 6,356,74'0 . 32.7. 20,967; 400 }100.0 21,187,170 - 219,770 66,6 32.4 ,
71-72{ 14,409,965 64. 9 7,798,707 35.1 22,208,672 j100.0 ( 22,133,318 + 75,354 65.1 35.2
72-73] 16,953,817 | 63.5 9,742,137 36.5 26,695,954 |100.0| 25,978,747 + 717,207 65.3 7 S 37,5 ¢
73-74{ 17,475,241 63“.2 10, 154, 799 36.8 27,630,041 j100.0 27,660,029 -0 29,988 63.21 36,7
76-771 23,482,928 65.1 12,569,323 | 34.9 36,052,251 |100.0 37,1.66, 244] -1,113,993 63.2 33,8

Source: The Conditign and Needs, Chapfgr IIT, op. cit.; sources of data: 1965-1974 data from Ford Foundation, .

Survey of the Performing Arts; 1976-1977 comﬁilga from statements for each theatre.
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Figure 1

TOTAL CAPITALIEATION OF NEW PRODUCTIONS (MUSICALS AND PLAYS)
. PRODUCED ON BROADWAY
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Source: [Estimated from average production costs, Chapter III,
The Condition and Needs of the Live Professional Theatre in
America (hereinafter cited as The Conditien and Needs), B
R. J. Anderson et al., MATHTECH, Inc. (forthcoming). Prepared
for the National Endowment for the Arts.

-

- (-

ERIC \ -

o o R S .

Figure .2

TOTAL NUMBER OF PRODUCTIONS PER SEASON PLAYING ON BROADWAY,
1900-1977 _ Dt
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Source: Reﬁroauced from the‘ﬂonaition and Needs, Chapter II,
op. cit. Datd source: Variety, June 8, 1977,

I3

w

&

BDUSUIY Ul 91je3Y | [RUOISSDJOI] 9AT] 3L JO UORIPUOY) DILIOUODT Y.

o
.

’

s
PO




s

Figure 3

.

SUBSCRIPTION SERIES {MAJOR) PRODUCTIONS AND TOTAL PRODUCTIONS:

No. Productions
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1975-1976; 30 NOT-FOR-PROFIT THEATRES
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Figure 4

NUMBER OF PERFORMANCTES 1965-1976
30 NOT—_I:‘OR—PROFiT THEALRES
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The Development
of Museum
Management Tools

Barbara Vilker

Muscum operations and programs reflect a broad range
of institutional goals which vary among museums by
their subject classification (art, history, science,
and subcategories), their current and target audi-
ences, and their range of purposes (cultural, preser-
vation, education, research).

“For many recasons, management control systems in
muscums have been weak. Traditionally, museum pro-
fessionals have emphasized product quality rather
than management and control.. External reporting re-
quirements to auditors or trustees tended to be
unsophisticatéd, and elaborate internal veporting
systems were unnecessary.” Conscquently, museums were
not forced to develop them. Morcover, budget con-
straints did not encourage the addition of management
skills at the expchse of technical skills. Today,
however, incrcasing financial problems require the
development of management systems that megt a dual
purpose: optimal allocation of present resources to
meet museum needs, and support of etf01ts to gener-
ate new -revenue.

To ensure that an organization's efforts dlrcctly
relate to and carry out the organization's goals,
management must have an cffective sct of tools by
which to evaluate organizational performance, Devel-
opment- of these tools in non-profit organizations is
more difficult than in the private sector, because
universal measurcs such as net profit, earnings per
share, and other measurement and evaluation tools
are usually not available or not appropriate. Also,
the split between fixed and variable costs is often
questionable. Some costs called variable may indeed
be fixed because of management's limited ability to
influence them. However, museums have many functions
that may be measured in the same -manner used by prof-
it-making institutions. Examples are bookshops,
print shops, cafeterias, etc. Management tools to
monitor these kinds of functions should be similar to
normal income statement mcasures and ratios, e.g.;f
sales contribution to overhcad and changing contri-
bution over time. If costs are greater than proceeds,
one may question continuing the activity. Decreasing
contribution over time may signal lack of attention *
Further, many areas in muscum operations
are cither similar or idertical to opcrataons else-
Some are as follows:

Barbara Vilker is 'a Consultant, CCG, Inc.,

Cambridge, Massachusetts .-

Security
Custodial Services
Purchasing
Admissions
Communication
Maintenance and Facilities-
Improvement

Bookshop
Publications
Membership

Community Relatlons &
Public Relations _

"Operations -

Public Affairs

Libraries -
Community Programs
tligh School Programs

Ecucation

Controller
Treasurer
Personnel

Administration =

For these areas, the team members will draw upon
their past. experiences in developing management tools
for other organizations.

In approaching this project, CCG has developed a
program that relies on roughly 100 interview with
knowledgeable and ‘répresentative muscum pcrsonnel.
Indiriduals were selected in order to be represen-
tative of management functions and other factors such
as museum type, geographical location and operational
size. Prior to implementing the interview process,
CCG developed a descriptive model of museum functions
and currently utilized management tools. This model
was based on current research studies, pilot inter-
views, and disahssions’betwcen the Muscum Advisory
Pariel Research Sub-Committee and the CCG project
team.

This descrlptlve model will be used as the inter-
view framework and will be continuously adjusted
during the interview process. Tools will be devel-
oped not only in response' to expressed needs but
against the backgrdund of a normative model of the
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tools that should be available to mutcum managers.

As tools arc developed, they will be evaluated by

the research team in two ways. Each tool will be
examined to assure that it is workable in principle
and that data are-available for input. Subsequently,
a group rveprescnative of potential users will eval-
uate each tool and tools will be modified or deleted
based on their accounts.

Qualitative and Quantitative Measurcment

Typicalliy, qualitative mcasures arc the only
articulated effectiveness measures for output of non-
profit institutions. Yet, since they can only be
defined in a subJectlve manner, qualitative measures
are difficult to use as management tools. Becausc
qpantltatlvc measurces arc easier to work with when
Using a performance measurement system, every attempt
will be made to identify a set of substitute quan-
titutive measures for qualitative measures.

For example, '"prestige of exhibit!" is an un-
measurable qualitative output. Mandgement may select
other indicators (to substitute for prestige) which
arc measurable: general attendance figures, atten-
dance figures for particular groups, number of
published reviews, or number of published .reviews in
.prestigious columns. ‘

Sclection of substitute indicators is highly
dependent on the underlying goals and in some cases
a substitute will not suffice. 1In these cases, the
output may be assigned an arbitrary unit gglue with
related inputs still measured against this vidlue.
Thus, the measurement tools will allow directors to
allocate resources against goals without preempting

-artistic decisions. '

Effectiveness and Efficiency Measurement

When measuring performance and allocating re-
sources against goals, both effectivencss and effic-
iency measurcs must be used.- Effectiveness measures
provide information on how well the organization
meets its goals. [f these measurcs arc overempha-
sized, obJLct1ves will be met, but with disregard for
related resource cost. Etfcctlvcncsq measures may be
divided into threc sublelslons quallty quantlpy,

.,and timeliness
*Quality ® , the degrcc to which ob)cctlves are

satisfied.

*Quuntlt&: the frequehcy with which Ob)CCthCS
are met.

*Timeliness:  the degree to which ObJeCtLVCS are

.

rcached in the,proper time period.
tr é
Efficiency measures provide irformation .on how
well the organization uses jts. resources in achieving
any given output. Efficiency measures:may be divided
by type of resource being measurcd e.g,, labor,
material, fixed.assets, and moncy. Overemphasis of
eff1CLcncy measures in non-profit institutions can
lead to sub-optimal decisions because of the diffi-
culty of quantifying many outputs., For example, with
regard to*''prestige of exhibit,' careless use of
efficiency measures could lead to Substituting two
low-prestige exhibits for one exhibit of high pres-
tige but also higher cost. The organization may thus
conserve resources. only’ to find that it 'is not able
to meet true objectives.. Many museums-are presently
incurring what they call "the invisible deficit," a
well balanced budget which - hides the failure to *
attain goals.because of cincelled cxhibits, cancelled
programs, and admission charges which prohibit atten-
dance of certain* community - groups. Incorrect use of
efficienty measures can increase the 1nv151b1eadef1c1t
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Efficiency measures can, however, be used profit-
ably, as cxemplified by measures such as 'contribution
per line of goods sold," "maintenance vosts per
square foot,' and "return on cndowment.'" Knowledge
of the contribution to overhead provided by associ-
ated revenuc producing shops and restaurants ‘can help

‘management decide where to expand or contract such

operations or which product line is. most profitable.
Data on maintenance costs per operatlng day, collected
over time and adjusted by a base factor, may show a
change in the productivity of labor due to laxness or
mis-scheduling of the labor force, or faulty equip-
ment. Together with other information), thi's ratio
can be a red flag to signal attention and possible
remedial action. Similarly, the return on cndowment
may be compared with returns:clsewhere and these

data used to document a decision to increasec attens
tion to or to ciaange investment strategy.

1 ] - -
Oxgdnlzatlonal Compatibility -
Becausc of variations in skills, attitudes, and

data and time availability, management will differ-

in its abilities ‘to use management tools to mecasure
and evaluate performance. Therefore, a variety of
simple as well as complex tools should be made avail-
able. - Thus, -organizations with varying abilities

will be able to selecct tools appropriate to their
level of sophistication. The best munagement tools
can fail if the organization sees no'direct useful-
ness for, them and, therefore, does not commit to

their use. To fac111tatc corrective action, measures
must be related as closély as possible to specific
organizational components such as maintenance, admin-
istration, or curatorial function. Finally, there
must be an identified individual or group with re- .
sponsibility and authority for monitoring the measures.
and suggesting correclive action or control procedures
to muscum mdnagement . o

Performance Standards @
Measurcment tools must be reclated to prc—e$tab—
lished standards. Use of standards will allow museum
management to determine whether improvements are
being made. Initially, these standards may simply be -
derived from the organization's past performance.
After the system has been in use for scveral ycars,
sufficient data should then be available to develop
normative or "should be'" standards. For example,
maintenance costs per viewing day may initially.be
compared to historical data. This allows management

 to- know only whether they are doing better or worse

than previously. After the measure becomes familiar
to them and good data arc available, management can

,Set normative scandards to evaluate ongoing operations.
: : . o e
Data Availability
Organizational data should be available without
unreasonable effort as input to standards. If the
cost of collecting data for management tools is ex-

. cessive, management tools may cost more than they

save. Department budgets, time cards, and complaints
from staff and visitors are all convenient to use; and
the data they provide should be considered first.

The recent American Institute of Certified Public
Accountants (AICPA) Discussion Draft contalns a ten-
tative set of accounting principles and reportlng

"practices for non-profit institutions, .including

museums, If these or alternative Suggcsted accounts
were widely adopted,” they would provide a conveniént o
data source for management tools to measure perfor-

v =
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-

Moderated by Philip S. Jegsup, II, of the William H.
Donner Foundation, New Yor., this workshop sought to
identify the needs of cultural institutions und how
they might be met by one or more of the research
approaches presented in the morning papers by Carol
Grossman, Robert J. Anderson, and Barbara Vilker.
The major portion of the workshop was devoted to

the discussion of quest1ons and issues posed by the
audience.

The general view held by the audience was that
the projects discussed in the morning would produce
useful results for cultural institutions. However,
some concern was expressed as to whether the results
of national or state-wide studies would be widely
utilized. Two problems were -identified. First, local
communities may not learn of the study findings, and
second, many administrators at the local level may
not have available theé expertise ‘to apply research
results. It was suggested that technical assistance
at ‘the state level may be necessary.

In discgs§ing the need for aggregate national
data on the arts, it was noted that many institutions
feel overburdened with questionnajres from many
sources, each of yhich asks for similar information
utilizing differently constructed survey instruments.
Consequently, there was a plea for standardization

oy l

.
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of the data collection instruments, while researchers
expressed concern over data comparability, even should
questionnaires be standardized. This appeared to be
of particuldr concern in regard to the collection of
financial information, since differences in account1qg
procedures could destroy comparab111ty among organi- .
zations.

Several persons suggested that research was

"needed in the area of social aesthetics, to-help in-
stitutions clearly identify the product or service
that they offer the community. While much time and
effort has been devoted to the economic effects of
institutions, very little has been dane to examine or
measure their principal product, 'the arts experience,”
and its benefits.

The closing segment of the workshop was devoted
to small group discussion of a case illustration fea-
turing a hypothet1ca1 state arts agency faced with’
problems in obtaining -funds from, the state legisla-
ture. The agency was set in a .principally rural
state that had a low general pub11c awareness of the
arts. The approaches suggested by the groups varied
from the use of surveys to test the level of public
arts awareness to the use of various lobbying tech-
niques. ’

\
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Changes Over Time
in Artistic. Potential
and Productivity

On a national scale the project titled the National™

Assessment of Education Progress (NAEP) (funded by

the National Center for Educatiomal Statistics) is

the most significant effort now being conducted by

the federal government to assess educatlonal progress
~in the arts. @

NAEP 'is designed to measure the educational at-
tainméents of individuals at four age levels: 9 years,
13 years, 17 years, and young adulthood; reckoned as
ages 26-35. The . first round of assessments in art
was in 1974 and the first rcassessment will be in
1978-79.

“Art (by which is meant the visual arts of painting,
sculpture, and photography, with an occasional nod to
architecture) is but one of 10 -cducational areas as-
sesscd by NAEP. ' Through: the good graces of tfie re-
gponsible administrators at NAEP, I have had access
to ‘their unpublished results as well as to officially
released information, and so I can give you a tenta-
tive indication of the direction in which they seem
to be going, as well as summarize the published find-
ings. I hnve also taken part in the process of ex-
ercise review for the 1978-79 recassessment, and I
shall try to give you the benefit of some of thnt ex-
perience.

Each ycar, threc or four of thc 10 Iea%nlng areas
examined by NAEP are evaluated by administering tests
or excrcises to a sample -of some 25,000 individuals
at each age level, seclected so as to give a good rep-

~ resentation of the main regions of the country and
major ethnic and social groups. Each learning area is
reassessed every thrce or four years. ‘lnasmuch as the
study is cross-scctional, it would be- purcly by chance
if particular 1nle1dualS were rcassesscd.

No record is kept of the -individual respondcnts'
identity, and the results aré not compiled by indi=

‘ vidual. Thus, by intention, the results cannot have .
* . any consequences for the individual in terms of edu-
cational placement or counseling. While one cannot
but applaud this respect for privacy, it must be rec-
ognized that it has 1nportant consequences for the
analysis of data.
What Students Know and Can Do is-the title of ths

“overall report published by the NAEP in March, 1977.
It breaks the results down into threce broad groupings:
what most, many, or few students know and can do. In

Frank Bairon

what follows, I have generally given the exact per-
centages as well.

There are three components in the NAEP Art
Assessment: performance, knowledge, and attitudes.
Findings have beeii reported for the first two of
these three age groups; ages 9, 13, and 17. The re-
port on attitudes is still in prcpnrntion and so
cannot be reviewed:

NAEP rescarchers- evaluated performance by using
four performance tasks or problems. Students were
required to draw three children in a playground with
each child successively farther away; to draw four
people scated at a table, a more.complex rcpre%cntn-
tion of perspective; to draw an artistic design in-
tended to cover a bedroom wall with an off center
door (the unstated challenge was to integrate the
door into the design rather than simply usc the wall
alone); and, finally, to draw a picture of a person
running very fast. By design, the first task was
given only to the 9.year-olds., Duc to an uncxpected

“reduction in funding, the 17 ycar—olds were not given,-

the last task.
Successful completion of each task was. assessed

“in terms of task specific perspective and des1gn

characteristics, with NAEP results presented in terms
of successful student performance percentages.. For
example, the first task required the playground fig-
ures that were farthest away to be drawn not only
higher but smaller, with more wadried and complex and
design requirements associated with ecach succeeding

task. Successful pcrformancc required that a suffi-
cient number of perspective and design elements bc
included.

About 40 percent of the 9 year—ons were able tor

draw an artistic design on the bedroom wall; but only
12 percent included the door as part of the design.

.This compares, respectively, with 55 percent and 20
_percent of 13 ycar-olds and 60 pcrcent and 48 percent

of 17 year-olds.

Only 21 percent of 9 ycn1—olds were able .to draw
a picture of a person running very fast (c.g., fig-
ure leaning, arm$ and legs bent and properly dircctcd)
as comparecd to .25 percent of 13 year-olds.

Only 23 percent of 9 year-olds included cnough
perspective clements to be- considered suceessful at
drawing four persons at a table, compared to 42

<

o . : .
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Changes Over Time in Artistic Potential and Productivity

pcruent of 13 year-olds and 51 poruent ot 17 year-

“olds.
We are not glven a great deal of information be-

. yord these bare performance percentages. We do learn:

- that solutions to the cl: .sic problems of represent-
‘ing perspective a~l of integrating clements into a
design increase with the age of the respondent. Es-
sentidlly, the ability to produce a more complex
synthesis increases with age. lHowever, the findings

cannot be reldted to devetopmental theory in any spe-

cific way. The increases over 4- -ycar periods in
some performance items are so slight that, as devel-
opmental gradient items, the problems examlncd arc
not likely to show much diagnostic,power. By contrast,
the stages of development posited by Jean Piaget, as

. well as the psychometrically defined mental age
levels used by Alfred Binet, arc sharply drawn. .

Moreover, thene is a basic logical problem in the
int¢rpretation of these results. Is the increase in
succeesstul solutions a function of maturation, of
cdigtion, or of some combination of the two? We have
no way ot knowing; the research design does not antic-
ipate this question. While there is a slight posi-
tive assoctation of success percentages per item with
opportunity to receive art instruction, the increase
does not reach significance until the comparison pits
17 year-olds who have had 5 or more classes against
all others of that age group. It seems likely that
cognitive development alone acounts for the increase
in these highly sclective performances. There is
also a strong possibility that part of what is being

_Measured is constant error in the form of test-broken-
'ness (docility in relating to test-demands) and ]
verbal comprehension. My own experience in giving
visual drt exercises to children, especially those
from minority cultural-and language. groups, is that
they .are sceverely penalized unless the test adminis-
trator mahes a special effort to communicate the
explicit and implicit production schcdu105 demanded
by the test.

NAEP rescarchers assessed knowledge about art in
terms of three components: 1) recognition of cle-
ments; 2} art history; and 3) grasp of the criteria
for judging an art object as esthetically good. This
latter -component was not measurecd by asking students
to make judgments and then comparing their judgments
and the bases for them with the opinion of experts.
That approach was rejected by the NAEP assessors in
favor of establishing whether students could recognize
as being dpprdprlatc criteria that researchers stated
verbally. This is an important departurc from es-

tablished methods in measuring esthetic judgment, and
in what follows we shall take a close look at its
effectiveness.,

“The elements of urt were first specified as (1)
content and. (2) form. Content was divided into lit-
eral and symbolic subject-matter, while shapes, lines,
Lolor% and textures, and thejr Lntcractlons, were
1dcnt1tlcd as the components of form. From these
distinctionsy several questions were framed which the
assessment was designed to answer:

a.  How successful are students in recognizing
symbolic meaning as opposed to literal
meaning?

b, To what extent can they recognize thé

contribution of formal clements (such as
line and shading) to the creation of a
mood, or ’

To hhdf extent can they dbstract from a
painting the geometric plxnc1plc(9) on
which it is constructed?

g]

Some examples of items (exercises, to use the NAEP
term) may serve to make this clearer. . -

ERIC .
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On the average, 110 exercises were administered
at ecach assessment age, requiring a total of 130 min-
utes of assessment time. Half of the exercises have
been released; item statistics for the released items
may be found in a December 1975 NAEP rcport titled
ART: - Relcased Exercises (1974- 75}

Eighty percent of .all exercises were given 6 all |
three age groups; and of all exercises given to the R
13 and 17 year-olds, 95 percent were given tg both.

liere are some items designed to answer the first -
yuestion, 'How successful are students in recognizing
symbolic meaning in art?" - o

Picasso's Guernica is shown in a 2 x 4 inch
black and white reproduction at the top of a page,
and under it appears the following:

The painting above represents the bombing of

the town of Guernica during the Spanish Civil

War. Some of the objects in the painting have

symbolic meanings. For example, the woman's

dead child might represent death. At the bot-

tom of the painting there are a warrior, a

broken sword, and a flower, which also have

symbolic meanings. The instructions are:

'For cach of the objects shown on this and

the next page, mark the statement which best

describes whnt you think the object means or

symbolizes.
Dctalls from the palntlng arc then shown, and spe-
‘cific questions are put. Here is an cxamplc:
Ars The Warrior means or symbolizes
() the courage of fighting men N
( ) the suffering of fighting men
(") the death of fighting men
( ) the power of Fxghtlng men
() U don't know

Death is the keyed answer, the warrior obviously
being dead.

Still another item (from another painting) shows
an -emaciated horse ridden by a skeleton carrying a
scythe, and the question is put, "What docs the '
skeleton most likely represent in this drawing?" The
alternatives presented are Death, Freedom, Hatred,
and Violence, with Death, of course, being the keyed
response.

(Incidentally, in the Art.llistovy component, a
painting showing the death of Socrates is presented,
with a question, "What historical event is shown in .
this painting?" The-alternatives are Marc Anthony's
funeral oration, the Last Supper, the Feast of llerod,
and the Death of Socrates. Death is big everywhere,
of course, and especially in Art, sov it no doubt
should have. its share in Art Assessment. llowever,
onc does worry about sampling from the point of view
not just of subjects sampled but of themes sampled.)

But to retuwn to the testing of the ability to
perceive the meaning of symbols in the way presumably
intended by the artist, let us look at the final item
relevant to this dbl]]t). llere the famous painting
of St. (eorge slaying the dragon is presented full-
page,~and the question is put, "What is the MOST
IMPORTANT meaning of St. .Geovge and the Dragon, shown
on the next page?" The alternatives are: the force-
of good overcoming the force of cvil; the importance
of courage; St. George slaying the evil. Drugon; the
struggle of rightcousness. The first altevnative is
keved. . (80 percent of these items, it should be re-
mcm501c are. given at all three agc levels; one
wonders how many 9 year-olds know just what they mean
by the mark they obediently make on the answer ‘sheet.)

Recognition of the contribution of formal elements
to create an-overall effect (such as mood, or impres-
sion of movement) is tested not dirvectly but by .

K}
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presenting pictures with varying degrees of the qual-
ity in question and asking which one (of, for
instance, four alternatives) ''shows the greatest
amount of movement.' .Abstraction of principles of
construction 1s tested by askfng the respondent to
trace out (for example, on a painting of Madonna and
Child) the hidden triangular shapes that are impor-
tant to the compOsltlon

The NAEP report. gives us only the barest summary
statistics for age progression in ability to deal
with these exercises, and the exercises at no point
are related specifically to the stated objectives of
the assessment. (In extenuation, it might be noted
that- the report from which I am drawing is a draft
copy completed in September 1977, which is, at this
writing, in the process of 1ev151on )

From this draft we do learn that there is a clear

increase with age in art knowledge overall. This is
shown below. -
> NINE THIRTEEN SEVENTEEN
' YEAR-OLDS ~ YEAR-OLDS = YEAR-OLDS
% S.E. % S.E. % S.E.

Mean National

Performance - 37.52 .46 43.15 .26 47.66 .35
The percentages given are PASS percentages for
multiple-choice items with 4 alternatives and an op-_

portunity to mark "I don't know."

Discussion : .
~ Once again, it- seems that we have not learned any-
thing. at all systematic from these results. The in-
crease in % PASS could just as well be a function of
verbal comprehension (and knowing what an alternate-
choice test wants _you to do) as of real knowledge or
discernment. The items themsclves are not linked to
any theory of cognitive development or of rate of
educational attainment of comparable knowledge of
skills, so we are left with the barest of bare facts.
We are told, of course, that success in passing
these items is rvelated to parental education (the

more the better), to ethnicity (whites do better),

and to region (the metropolitan northeast U.S. fares

best). There is a slight but consistent positive

relationship also with whether the school offers art
classes, and with other art-related activities, but
these in turn are usually related to parental educa-
tion, cthnicity, and region.
- In order to clarify these results,
need to be taken:

t. Exercises used in the national assessment
should be correlated with other measures for which
there is extensive normative data of known meaning
already available. Some simple examples include the
widely used Goodenough Draw-a-Person test in the area
of performance, the Child Esthetic Judgment test or
at least some items from i1t that would provide a good

~estimate of total scove, and perhaps some percentual-
cognitive measures such as the Gottschéldt Embedded
Figures test, the Street Gestalt test, and the Gough-
Mctiurk Perceptual Acuity test (which includes as test
items many ot the claSsical illusions that have al-
ready been intensively studied by psychologists).

In brief, the National Assessment's brave effort
to create ttems de- novo and its concern to maintain
confidentiality have severely constrained the analysis
and inter: retation of results. The only remedy 1 sec
is to enlarge the item pool and administer it to a
very much smaller sample (after all, the national pub-
lic opinion polls
For this special study, the identity of the respon-
dent should be coded for all items and scales, and all
the measures should be intercorreiated and!factor !

8 .
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typically use only 1500 respondents).

Bl

" and colors.

analyzed. ‘This should be done across areas of learn-
ing. Statistical interactions with region, age,
ethnicity, sex, and education of pafénts, as well as
with fuller information about either ficld experi-
ence or experimentally produced educational experi-
ences should be determined.

2. The exercises should be administeréd indi-
vidually in an interview format-to an even smaller
sample, again very cavefully selected to be as rep-
resentative as possible of the demographic variables

~around which the project has beéen organized to date.

This is especially important as a means for identi-
fying constant error, such as biased cultural con-
tent or simple verbal comprehension’or even speed of
response. The questionnaire-type cxercises, as noted
above, can be filled in by a responderit who knows
nothing and Cares nothing about the meaning of the
question, and it is important to make a sophisticated
estimate of this sort of error.

3. A set of experiments designed to answer the
big question as to whether the résults reflect innate
factors in psychological and mental development
rather than education would be included in the overall
program. In art, for example, one such experiment could
take .the form of a standardized videotape lesson in
perspective, its history in the visual arts, and how
to represent it in the kinds of problems the assess-
ment has focused on. The hypothesis could then be
tested that specific educational influences can ac-
cclerate development of- perceptual cognitive'abili-
ties in art.

4. The assessments should providé more opportu-
nities for the respondents to use imagination, in
that broad sense of the term in which imagination is
seen as the originator or transformer of reality.

The hallmark of the creative intecllect is the ability
to generate, produce, and use Symbols and metaphor
(or -analogy). This is important in all areas of
learning, but especially .so in art: .

J. P. Guilford's empirically based mode1 of the
structurc of intellect récognizes creativity as a
special domain, within which thetre are such demon-
strably ecducable factors as originality; spontaneous
fiexibility; associational, ideational, and ecxpres- -
sive fluency; and finally, most important, the abil-
ity to transform systems of meaning. And thesec
factors operate in feelings as well as in cognition.
«N¢ are stirred to new, often unverbalizable feelings
by great art. The poet W. B.. Yeats put it this way:
“All sounds, all colors, all formsy either because of
their preordained energies or because of long associ-
ation, cvoke indefinite and yet precise cmotion...and
because no two modulations or arrangements of these
cvoke the same emotion, pocts and painters and mu>1-
cians...arc constantly making and unmaking mankind.

Yeats in this passage suggests not only the trans-
formative power of art, but also its ability to cross
over the domains of audial and visual images. To re-
turn to our immediate concern, an assessment of "what
we know and can do" should be so designed that imag-
ination in antarca such as writing can be correlated
with imagination in the usc of numbhers, forms, sounds,
The national assessment of cducational
progress should allow us to sceck out relationships
that may advance basic questions of theory in mental
fuhctioning. Otherwise,+it stands in danger of mar--
ring its otherwisc substantial achievements by the
waste of an important opportunlty

In saying so, I should be in dnngcx myself were I
not to add that the NAEP visual arts asscssment is
moving toward change in some -of the ways I havessug-
gested. - A very promising performance item in imagin-
ative visualization from a scene first set in words
has been pre-tested and will be included in the -

»
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1978-79 assessment,  Su, too, will be condensed
versions of some standardized measures of csthetic
rudgment and preference. " And certain new items of
tnformation relevant to this Endowment's research
inrerests will be added to the quedtionnaire sent to
school principals in order to help define the edu-
cational context in which students are learning. The

cetffect  of extracurricular exposurc to the arts is, of

course, vcertral to our concerns. “
Yet these changes still leave untouched some of
_the problems | have tried to pinpoint in this re-
port. The meaning of NAEP statistical findings can
probably be best understood when the same exercises
are employed in a new study having the features sug-
gested above.

¢
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Footnotes

1 T am trying this year to review efforts aimed at
assessing progress in the arts and to write a mono-
grapt on this topic as one of the three projects
undertaken wiile on I.P.A. Mobility Assignment at
the Research Division of the National Endowment for
the Arts.

2 Mullis, Ina V. 5., Oldefent, Susan, J., and
Phillips, Donald, L., What Students Know and Can Do.
A monograph prepared under Contract No. OE0-0-74-0506
for the National Center for Educational Statistics.

Published by the National Assessment of Educational = ©

Progress, -1860 Lincoln St., Denver, Colorado, 1977.

3 "The Symbglism of Poetry" in Yeats, W. B.,
Essays and Introductions, New York: MacMillan Co.,
1954.
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Perspectlves
- S on Assessing Actors’ Employment

and Unemployment: " o

- | ~ Some short and long term problems

on research into the arts | | . | ‘

. ‘thp H. Ennis

In the Spring of 1976, I directed a 'study, with John
Bonin's collaboration for the Researfh Division of

N the National Endowment for the Arts. Its objective
was to find out if the routine statistics gathered by

« Actors Equity Association could be used to give ac-

curate and cont1nu1ng estlmates of employment and
unemployment in the American professional theatre.
"The occasion of the study was the recovnltlon that
the statistics on these questions gaulered by the
Federal government differed substantially from those
gathered by the performing arts unions.. This was and
is a matter of‘some momept. ’
This is an appropriate time to begin a discussion
-t which connects short term policy to theé larger and
) deeper considerations which will form an American
National policy for the arts. This requires, in my
judgment, a more theoretical, a more abstract state-
ment of what the arts are and how they do what they
do. It also requires a a concrete consideration of how
that national arts policy is to be moved forward.

You will understand what 1 am going to say much"
better if I precede this report with a brief view of
Bialtimore and its cultural institutions.

I was born in Baltimore and spent the first eight-
een years of my life in its streets, woods, schools
and in almost all of the cultural institutions cre-
ated by the men and women important to Baltimore's
past As a youngstéer I was taken to the symphonv and
to the museums. I was taken to the opera, destroyed
Forever ‘for me by a travelling company doing Pagliacci
and Cavalleria Rusticana. Pagliacci, in the middle
of the passions of his betrayal, sang just’ as 1 heard
him on the radio with Milton Cross purring the story
done by the New York Metropolitan Opera Company's
stage. But being the tacky company it was, the knife.
held aloft in desperat1on, rehearsing the steely blow
to be delivered, waggled like the rubber knife it was.
So much- for opela for a twelve year old kid.

I was also taken on some occasions to the theatre,
the edd Ford theatre downtown. That worked! That
reallv worked. But so did the Saturday movies at the
Forest Theatre near the corner of Garrison Boulevard
and Libert Heights Avenue. Every Saturday. And on
occasion so did the Hippodrome theatre, also downtown,
huge, purple lights, the organ, the stage show, the
movie. ,And then later-down to the Gaiety theatre on

: : . ¢
Philip Ennis is Chairman of the Department of Sociology, Wesleyan University, Middletown, Connecticut.. -
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East Baltimore Street where the erackerjack, the
comedians, and the luminous Valerie Parks made bur-
lesque a part of my arts education. On to Johns
Hopklns, where it was beer and the discovery of
James Joyce, the limerick, and World War II.

All of this while my famlly held on durlng the
Depre551on and the war, doing the American search for,
their middle class place. Everything counted for me. -
Books from the Enoch Pratt branch library, radio at °
home, calendar art, the comics, If I was indiscrim-
inate in what delighted me, or bored me, my parents
tried to set .the Parade of the Muses, the ordering of
the arts), in a fashion of Baltimore respectability.,

It didn't work. I regard all of the arts as cousins.

There are two ways I would like to reach those
“larger issues about thesarts, both.of which, not sur-
prisingly, lead me to the same conclusions. "The first
way has to do with our research process, signalled by
the name some of us are now called, that is, "art S
researchers.”" This name carries, dt least to me, the
connotation of a social science gun for hire. It o
indicates an excessive commitment to policy-linked ' :
rescarch at the expense of a commitment to basic re--
search in the arts. They. should be roughtly equal.
The results of this imbalance are distortions in the
way new knowledge in the arts is accumulated and dis-
seminated to both the artistic and the social science
communities.

For example, aftcl brief but intensive field workK
with the Actor's Equity Staff, we were able to des-
cribe Equity's. stqtlstlcal d1t1 sets. They are varied,
complex, and funny in the sense that, side by side
with a superbly efficient, computérized accounting of
all bqu1ty's members' employment and compelsation
records is a Dickgns-like qu111 pen operation ywitich
also functions magnificently in keeping track of
every contractual obligation actors make with pro-
ducers, and these indeed are complicated contracts.
Out of this mix of modern and archaic data gathering
practices, we rccommended to the Endowment that it
was possible to secure reliable and continuing meas-
ures-of actors employment and compensation. In order
to do so, a series of politically sensitive steps
wouldchave to be taken by Equity and its main sister
unions, AFTRA, SAG, and AGVA. The reason is that a
sizable but presently unknown proportion of actors

~l

v

G




Perspectives on Assessing Actors’ Employment and Unemployment

-who\make up the professional corve of American theat--
rical life work alternately and/oy concurrently in
television, movies, the stage, and clubs, that is,
undey the jurisdiction of more than one of the dlf-
Ferent unions in thesce media,

Thd total ~theatrical ‘employment of any individual’

‘autor,\thelet01e, can be-measured only by Lonboll-
datlng‘the pension and Weltare Fund records of ail
those uhions to which he or she belongs. The urging
of all that tonsolidation was our tirst recommenda-
tion. We suggested, in addition, that the Endowment
sustain S research instrumentality empowered to and

capable of analyzing those consolidated records. Nor
do théy ndw have established channels of communica-
[lOH'Whth can bring those measures into the political
process of\stubiltzing or remedying the chanciness of
the theatrikal career.

) Our-secoﬁd reccommendation dealt with measures of
unemployment, in the theatre, a highly visible and
heated 1ssuelin the industry. We coneluded thit
there were ny extant statistical series collected.by
anyone that cbuld provide the relevant data. It~
would require) we stated, a‘spécially designed sample
survey trom tlie universe of members of the theatrical
unions. Yurthér, a palallcl sample survey carried
out by the Burdau of Labor Statistics of the Census’
“Bureail would be'necessary to reconcile thedir radi-
caPly different'estimates with Equity's cstimates as
to the number ot\pcxsons in the theatrical business
and the rates of unemployment “they experience.

In the course \of exploring these rather straight-
forward problems,| the complexities of AmeTican theat-
rical fife became\more apparent to us. We were
pu::lcd as_ to how ‘the particular social arrangements
of the thcacfe worked. [ mention herc only threce of
those deeper puztlgments.

One 1s the lnstlmutlonal complexity of theatre
This is manifested §n the fact that Lquity has
twenty different kinds of contracts with theatrical
producers, ranging From Broadway to Off-Off Broadway,
to Youngs People's theatre to non-commercial and
Resident theatres. [t is further manifest in the
occupatronal fluidity of theatrical fersonnel across

~medis boundaries, from stage to films, television,
etc. The complexity is also seen in the participation
of theatrical personnel and resources at every artis-
_tically hnown brow level, making the classifications

“of high-culture, mass-culture, and middle brow
cultural ‘levels once more mischicvously irrelevant
to the understanding of what is actually happening
in the arts. \

The second puzzlement is geographical. Theatre is
spread across the national landscape in an extremely
complex tangle of concentrating vs. dispersing ten-
dencjies whicl cross cut the war between the forxces
who ‘''stay at home, we will bring theatre to you" as
opposed to those who say !'come on out of the home for
your theatre." The Tesults ot these sets of struggles
give the law of raspberry jam--the wider you spread
it the thinner it gets-“a new urgency for study.

The spreading had gdtten pretty thin when in my
town of Middletown, (pop. 40,000), the city's
Commission on the Arts and Cultural Activities an-
nounces that grant applications up to "amounts of
$250 are bdlng sougbt by tﬂ% local commission for
well planned activities in art, music,.drama, dance,
crafts, film photography,  and c1ty beautification."”

The third\ puzzle is amatetr vs. professional ar-
tist$. Fquity, won't hear of amateur theatre, but it
is there, in strength unknown, but presence necessary.

We expresseh these and other puzzling issues in
our. research recommendations.  Yet, I fear that the
conception and organization of the Endowment's re-
search is such as Qo preclude the basic research

\
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necessary to unravel them. Thi® is cspecialf& distres-
sing given the Endowment' s longer range purpose with
respect to theatre and the’ other performing arts. The
details cf that puvpose are still in fermation, but

its directien is clear. It is to huild some kind of
financial floor under the theatre. How is this to be
done? What agencies of State and lederal governments
will -administer the programs; how much money will be
dispersed to which artists, production companies, in
what manner and by what criteria, with what effect on
new or cXistingetheatrical institutiohs? All these
quéstions must await,

* the completion of the Endowment's work on its theatres

N

© ares

projects. But if there is no basic understanding
about how theatre works in its present situaticn and
how it worked in the past,
be to make sense of it, not to speak of gu1d1ng it,
once some entlrely new and consequential changes are
made via large-scale Federal financial Support.

This brings me to the second way of thinking about
a national arts policy that I mentioned earlier. It
is a way that begins with the social structure.of the
arts at an abstract theoretical level. All the arts
I have studied and read about have a social structure
consisting of four basic positiéns or functions. These
artist, distributor, audience, and critic. Each
of these four has a specific and different operating
code which requires that they all coopergte with each
other, but which also produces serious and continuing
tensions between and among the positions.

The artist works under the aegis of two master .
norms. Thc first is, in I. A. Richards' woids, !''the
artist's- job is to get it right," shorthand for what
we usually term the mixture of artistic creativity
and integrity. Thz2 second norm is to communicate,
somchow to somcone., There are innumerable modulations
by which responsiveness to these two normative impera-
tives can put the artist in conflict with hlmself
and/or others. -

The distributor's 1mp01at1vc is to sclect among
the works «of artists, to organize a show, a scries of -
shows, for an audience in .a safe place in such a way
as to make a steady living. .

The critic's job is to be able to read the stream
of art works; that is, to bec knowledgeable cnough
about the art form to be able to elaborate a set of
standards of evaluation and to apply.them. He tries

]

to tell a good onc from a bad one and to persuade -

" the'rest of the participants in the system of his

The audience does what it always has done,
that is, to say simply yca or nay to what is offered.
The audicnce is ready to give their time, dollars

and value commitments to an art form and to particu-
lar artists.. .The problem here 1s that all too often
thcy'llke what they know rather than know what they
like.

The individuals in cach of thesc.four positions
arge to varying degrees familiar with, and share, in
part, the perspectives of the other pontlonsn But
by virtue of their position they dlfferentlally em-
phasize, they are differentially constrained by its
ogeratlng code. All four, however, share a cofifion
affection for and defense of the partgcular art form.
THey are inside.- Their joint commitments constitute
a social boundary that makes the particular art form a
more or less scparate sub-system within the larger
spciety, These commitments also form a scmi-

judgment.

" permiable barrier with respect to adjacent arts,in

_ane.

some kind of evaluative order, even as théy exchange

14 .
personnel; rg£sources, idcas.
The structural p051tlon of the government-vis- -
‘a-vis thosc sub-systems is thercfore a problematlc

The governmcntal mandate, expressed variously
ﬁn statc and Federal statues is‘to Yencourage -and .

-

Y

evefl for their proper formulation,

think how difficult it will.-¢
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support™ the.arts for all- the people. Yet some of
the people are non- audiences for any pnrtlcular art
form and some people are anti: audlences for all the
arts. This fact creates an unavoidabie and persis-
tent tension on the government to accomplish several
_incompatible ends. The situation fiight be assipil-
ated to the normal push and pull of multiple constit-
uences fighting in the political arena for their
share of dollars and influence. Indecd ghis has
already happened; the nature -of the pOIl{le varies
from the-noisy public squabbling in New York to the
activist electoral style in California and ‘the more
subtle drawing room, board room, and backroom pol—
ities in other places. icre is always p011t1cs in
the arts. \

There is yet a deeper source of dlfflculty in
governmental support to the arts. The mandates of
government arts agencies all circle around the mis-
sion of the arts as being one of civilizing the
thrz?ns into a celebration of their lives, "and that
of the nation. The arts are thus implicit Iy de-
fined as instruments of education.

Who could argue with this? Well, ‘there is a sub-
stantial body of thought which holds quite explic-
itly that "art is not school," that the arts are
institutions of relcase not cf commitment, that
their mission is to realize, indeed to construct,
autonomous social reality. In the course of so
doing some srtists are going to break through
previously dstablished boundaries as,to.what art is
~audebreak through the categories defining what the
different art forms shouldsbe.

Now this is recogrized, happily, in the repeatcd
‘reassurances by everyone who testifies before
. Congress or state legislatures and by those who adj;
minister the monies, that the gavernment should do
nothing to interfere with artistic freedom. Scepti-
cism remains, as well it might, since the dilemma.
remains. How can the. Federal (and state) govern- e
ment be inside the artistic system and thus defend
the autonomy of that system and nurture jt while at
the same time be outside the system, in order to
keep a watchdog's eye for "all the society." Thesc
problems should not be seen as just a cranky ideo-
logical resistancé to an unwarranted governmental
presence. In any case, it is too late.- The govern-
fent is in the arts, is in big, and promises to get
blLLO

The situation is analogous to a familiar socrolog-
ical phengierion. "It is what hdppcns when a simple
system of social interaction experiences some dis-
ruption. Doctor—patlent then Medicare., +When, as is «
‘often the case, attempts to get it back to normal
tail, the participants claborate new arrangements.
They gencrate a "complex system” which seeks to -
reach the sources qf the initial disxuption and to
provide new positions, new norms and sanctions ap-- ,
propriate to the needs of the variols pn1t1crpantq

The elaboration of a complex system.with new norms,
sanctiops, positions is now a central task for those
interested in the arts. It is a vask that was recog-
nized immediately after the 1965 Federal legislation
establishing the Humanities and ‘Arts Endowment. In
a fascinating symposium held at Robert H. Huchins'

- Center for the Study of Democratic Institutions, .a
~ paper by Gifford Phillips on "The Arts in a Demo-
" cratic Society" was discussed by a panel of notables.
At a dramati¢ moment the problematic role of the
governmental presence is recognized and sbme*Social
invention is begun. Howard Richards, lawyer and
philosopher, says:
The purposc of this discussion may be, in-a
scnse, an attempt to state some rules. for the
practice of a new profession. Th}s profession

v
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might be galled that of trustee for the arts.
This is not-the same profession as being an
artist, nor being.a critic as criticism is
practiced today, nor being a stategman, and
certainly not that of being an administrator..
The task of the trustee for art--this pro-
fession which makes the decisions about the
allocation of-resources--is,the task of finding
the artist. I propoge that this must be by
its very nature a pluralistic profession;. that
is, one that does not have one school of
thought, but marny. .

Ashmore: How does. this d1ffer frem the
function of the critic?

‘ Richards: There is a very, important dif-
ference: the trustee has resources to allos
cate. My main reason for distinguishing this
from criticism as it is practiced is.that the
critic himself is somethlng of a servant with
a product. of his own to sell, and at least in
that respect®is trying to do,some entertaining
himself:

Lipton: I would like to reiterate my point
in favor.of minimizing the area of decision by
bureaucrats. I would not .leave it to bureau- .
crats to make any -deciSions when merit or ‘excel-
lence is involved. I would leave it to those
whose business it is by training and by knowl-
edge, namely editors with regard to literature;
museum directors.with regard to art.

Lichtman: That doesn't solve the problem
Lipton: No, nothing really solves the, ¢
problem. Let me emphasize that. 1It's only a

question of what presents the smallest hazards,
where thiere are the least hang-ups. Let me
remlnd you that art has flourished under all
soc1ct1es -democratic, d1ctator1n1 tyran- )
nical. The best society, I've bcen totd by
many artists, is a .good commercial society

in which there is lots of money and nobody knows
anything about art. Give me a society which
is corrupt and has corrupt officials who can
.be bribed! God save us from b1gots and dic-
tators who enJoy suppress1ng and dre sincere
about it! - .

~ It.is more than likely that we will get both cor-
rupt and bigotted officinls, cven if they are trained
in the arts management programns prolchrntrng in col-

leges and universities all across the nation.  Thesec
programs, first called for in the Rockefeller
Brothers report of 1965, do ndg and cannot, in my

judgment, solve the problem. d&hat is needed is a

set of 1n't1tut1onn1 counterforces to the government's

presence. Thtough an extended period of experimen-

tation these forces, when,sct to work, can createc a

complex artistic system which re- equilibrutes the

functions of its four basic positions.

~, How is this to be done?. One answer is that it

is already happening.  Artists, distributors, crit-

ics, and audiences {in that order, .1 would guess)

are alrcady improvising ways to deal with the

Federal and state presence in their arts. The second

thing to be done is ‘to repair the state of research

into the arts. It is now fragmented across almost

all disciplinary boundaries. It is scattered geo-

graphically. At the level of the Endowment it is

restricted to a narrolv policy guidance function.
Basic rescarch.into any new field requires sev-

eral things more difficult to achieve than to pre-

scribe. T list for brevity's sake three of the more

important, ‘First, full and open discussion of all

Jisstes through a policy and practice of generous and

full publication opportunitics. Lxtensive
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is
essential.

Secopd, the concentration of intellectual resources
in time and space, which can nevertheless domesticate
the evanescent nature of social science involvement
in the arts and also does not ignore its geographical
dispersion. A group of university and non-university
located centers devoted to interdisciplinary basic
studices in the arts spread across the nation is the
goal [ have in mind. This is a difficult task but
one yhich is happily already on the way. The field
is quickening. Alongside this untidy and uncoordin-
ated growth, research into the,arts needs its own
equivalent *of oné percent law,” along with a strong
but gentle gentralizing~focus. Third and finally,
basic research must be articulatéd with the variety
of urrangementsvwhich scek to readjust the social
structure of the arts, especially those which attempt
g0 reassert the autonomy of the attists. )

I'he arvts, all of them, are tough and will prob-
ably survive the new age of Federal patronage. They
have a bettew chance if that patronage -is scrutin-
1zed by un armed and loving eye, comprised in good
measure- by, devoted ;community of scholars dedicated
to tracking thc11 mysteries.

.0

£
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Footnotcs

) 1 The basis of this paper stems in good measure
from the experience in preparing a research report
entitled The Statistical Data Sets of Actor's Equity
Association: A Description and Analysis with Recom-
mendations for Research into thHe State of the American

Theater by Philip H. Ennis and John Bonin, Wesleyan
University, submitted tothe Research Division of the
tndowment for the Arts on February, 1977.

2 See Theodore Mills, "Equilibrium and the
Processes of Deviance and Control' American Sociolog-
ical Review, 1959, Vol. 24, No. 5, pp. 671-678.

3 The recent provision for one percent of Federal
Funds for highway and other construction to be set
aside for archeological research has created consider-
able consternation in the archeglogical field.
are simply not enough trained people prepared to use
the.research jonies available, or to control and
monitor free lance consulting firms which are
sprlnglng up. to fill the resultant research vacuum.

While there appears to be no immediate danger .
that research into the arts will face a situation
like-that in archeology, it seems prudent to begin
nov to assemble,a nationwide research apparatus for
}he future.

an
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tngtitutions and organizations.

: Desngmng a Study
of Craft-artists -
and Their Organizations .

Constance F. Citro

The. last ten or twelve years have seen a surge in
interest in all facets of crafts activity that shows
no signs of abating. Nationally, for example, there
appear to be well over 2,000 craft organizations, of
which, on the available evidence, over 40 percent

were established in the period since 1965 and over 25°

percent in the.pericd 1970 to 1975.

Given the evident- popularlty of craft act1v1t1es
in the U.S. today, it is astonishing how little we
know, in any comprehensive way, about -the ¢rafts
world. We do-not know how many craftpersons_there
are, nor how many'are working professionally rather
than on a leisure basis. We do not know their geo-
graphic distribution,. educational background, economic
status, or their preferred media and techniques.
Similarly, we know very little about the activities

-of the wxde range of institutions that directly or’

indirectly suppdrt craft production: associations of
craftpersons, materials suppliers and equipment -
manufacturers, -art and technical 'schools,, colleges
and universities with craft programs, publishers,
crafr shops and galleries, museums, and so on. We
are ignorant, in other words, of the true role of
eraft production in® the American society and economy .
A few small surveys related to crafts haveé been
conducted in the “last few years, but lwuch remains to
be done to obtain a full picture of the crafts field.
In ardeg Lo f£ill this knowledge.gap and to better
target 1ts own programs: as well as those of other fed-
eral agencies related to crafts, the®National Endow-
ment for the Arts decided to explore the idea of a-»
national crafts survey. The Endowment contracted
with Mathematica Pol1c> Research a year and a half

" age to carry out a review of existing information - and
- to prepare a preliminary survey design.

e Endawment's original charge to MPR for the
planning study was to cover all components of the .
crafis world, including the range of craft-supporting
, MPR was to determine
what was already known abeut each component, develop
proliminary estimates of their numbers and basic
characteristics, design que<txonnaxres recommend
survey procedures to be followed, and develop cost-.

estimates,

Hlowever, it quickly became evident that to develop

. estimates of every type of craft artist and craft-
R . v _

' . % ) . ) . t
Constance Citro .is Associate Director, Policy Studies Division, Mathematica Policy Research, Inc.,
; Y - .
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of almost 1,000 organlzatlons

related institution was not feasible. Information
was simply too scattered and sparse in many instances.
The Endowment and others to whom we talked were also
clearly most interested in those craft artists who
sell or exhibit their work professionally and, to a
lesSer degree, in the organlzatlons or associations
to which many of them belong.

Hence, we directed the bulk of our efforts to
professional craft artists and, secondarily, their
organizations. I can report here some of the things
we learned and also our recommendations regarding
the development of a comprehensive picture of each of
the components of the crafts worid. Such a picture
is essential to permit informed policy planning for’
the crafts area.

Looking at professional craft artists and what is

~already known about them, we found that several sur-

veys have ‘been conducted in recent years. A Lou
Harris survey in 1974 of a nationally representative
sample of about 3,000 adults found that 39 percent
currently erngage in '"woodworking, weaving, pottery,
ceramics, or other crafts" and another 18 percent
would like to do so, if they.had the time. However,
this survey did not distinguish,professional craft
artists from those active in crafts solely on a
leisure basis and, in any case, 1S too small to pro-
vide reliable information about the characteristics
of craftpersons.

In 1975, the American Crafts Councll, one of the
oldest and largest craft organizations with over
20,000 Y.S. members,’ obtained Endowment support to
survey a sample of its membershlp The survey, which
had about a one-third response rate, revealed a num-
ber of interesting things. Almost half the respon-
dents made less than $1,000 a year from:their crafts,
while 8 percent made over §15,000. A third had been
producing crafts for over 10 years, while another
third had been in craft work for less than 5 years.

"About 40 percent claimed craft production as their

major occupation, teachers. were the next largeést
greur ot 25°percent.. .

Marietta College in Ohio recently began a direc-
tory of craft artists and craft organizations, also
with support from.the Endowment. Marietta originally
sent a brief questionnaire to. the membership lists
The first edition of

Washingteng D.C.
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the Mariettu vollege Urafts Directory UsA, published
in March 1976, lists nearly 5,000 persons who returned
questionnalres.,  Singe then, over 50,000 question=~
natres have been returned from craft artists origi-
nally queried plus new names. lHowever, the Marietta
list is not the product of a scientific survey of a
Jefined population, and it is dovbttul that the
persons included can be regarded as representing all
professional eraft artists in America. Morcover, the
Marietta questionnaire ashed for only a limited
amount of information., .
* A few other surteys have been conducted recently
but are limited ir usefulness because they focus on
small subgroups of ¢raft artists or have very low
respon-e¢ rates Fimally, it is impurtant to note
that the tnited States Decennial Census and other
large-scale census surveys are rot a prime source of
information regarding professionas craftpersons. The
accupational vodes used by the Buveau of the Census
vdentats only o few categories of craftpersons in.the
sense of those who make objects by hand. The Bureau's
broad categary of '"craftsmen, operatives, and kindred
workers,” employed in the 1970 census, uses the term
11 the sense of the craft unions and includes persons
working at-particular trades in industrial settings.
Despite the absence to date of a comprchensive
survey nf American craftpersons, there are bits and
preces of data that permit a rough estimate of the
number of professional craft artists, together with
thelr u1~t11buf1onvb) place of residence and type of

craft. A hey source for developing theSe es:imates
is the ACC's directory, Contemporary Crafts Market
Place. "The 1975 edition lists 251 national, regional,

and state craft organizations that have at least ten
members, and indicates the number of members in the
organi zation, the date founded, and other information.

Analy:zing the geographic distribution of the ACC-
listed 01Qan1 cations by the nine Census divisions
turned up ;some intercsting phenomena. The Pacific
Division ha> the most craft organizations listed,
followed by ‘the New England and Middle Atlantic states.
lowever, the distribution of members does not follow
precisely the distribution of the organizations them-
selves. Thus, New England, with less than 15 percent
of the listed organizations, has alm st 35 percent of
the members; while the Pacific division, with 20 per-
cent of the listed organizations, has only 11 percent
of the-members.” To put it anather way, New England
has a lot of very large organizations, -with an average
membership of 458 craftpersons, while the average
membership of craft organizations in the Pac1f1c is
only 103.

Tho membership rcprcsentcd by all the organiza-
tions 1n ACC's 1975 directory totals 96,200 craft-
persons. This figure is just the starting point,
however, as the ACC publication includes only a
fraction of craft organizations in the U.S. and

. therefore only a fraction of their members.

We engaged in an intensive effort to determine the
total number of craft organizations in the U.S., to
usc in buiifting an estimate of craftpersons. Through
cross-checking lists of organizations, principally
fron the Marietta College Directory plus other sources,
we arrived at a total number of almost 1,700 craft
organizations in the U.S. as of mid-1976. Our master

-list shows a concentration in the South, but other-

Q
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wise the organizations are fairly evenly sprcad across
the country.

Before we could estimate numbers of craftpersons
based on our estimate of their organizations, we felt
we had to address the issue of overlap in organiza-
tional affiliation.
out if craft artists tend to join just one organiza-
tion or to have multiple organization memberships.

In other words, we wanted to find

e

To get a handle on this question, we obtained member-

ship lists fromithe American Crafts Council and from

22 other organijations listed in the ACC directory
representing different media and areas of the country.
We also obtained lists .from four craft fairs and
exhibitions to dee whether the people exhibiting at
these cvents algo belong to organizations.

We checked gach of the 26 lists against the ACC
list for duplication and found a fairly wide range
in joining patterns’. Less than one percent of the
National Wood Carvers Association-members belong to
the ACC, while over 61 percent of the members of the
Society of North American Goldsmiths do. Geograph-
ically, over 40 percent of members of Southern
organizations belong to the ACC, while less than 4
percent of New .England organization members do.
Overall, about 10 to 13 percent of craftpersons
appear to belong to both a state or local organization
and the ACC. A fairly high percentage of craft
artists cxhibiting at fairs also appear to belong to
the ACC (about 40 percent of the four tairs we
examined). With morc time and resources, we could
have explored even more fully the questions of mul-

‘tiple memberships and of craftpersons exhibiting

at fairs who are not organization members, but we
felt we had learned enough to proceed with our
estimates. '

We constructed three estimates of the total
number of professional craft artists in America
using theé information we had gathered. Each of the
cstimates took organizational overlap into account.
The largest (and simplest) estimate was based on the
average membership of ACC-listed organizations
nationwide, applied to our total list of organiza-
tions, ignoring differences across geographic areas
of the country. This estimate amounted to 335,000
professional craftpersons. Another'estimatc,
totalling 325,000 craftpersons, was based on estimates
for each geographic division aggregated to the
national level. ‘As I noted before, average organi-
zation size varies considerably by division, hence,
the different estimate. Tie third estimate was
built up, like the second from area-specific estimates,
and additionally took dcccunt of the high proportion
of very large organizationi with membership of over
500 in.the ACC directory, almnst 3 percent of the
total. On the assumption that ACC tries to include
the most prominent organizations, it seemed reason-
able to presume that almost all of ‘the large
orgdanizations were already listed and that. the 1,400~
odd organizations we added to the ACC list would
mostly be smaller than 500 members. The estimate
constructed on this bwz.iis, not surprisingly, is the
smallest,coming to under 250,000 craftpersons.

‘0f course, not all members of craft organiza-
tions are professional craft artists. Lxcluding these
persons would decrease our estimates. On the other
hand, none of our estimates accounts for professional
craftpersons who do not belong to organizations.

The high percentage of craft artists exhibiting at i
fairs who also belong to the ACC reassures us somewhat

on this point. However, it is undeniably true that

not all professional craftpersons are joiners. This

may be particularly true of persons working in : -
ethnic craft traditions, such as the Amish, American
Indians, and other groups.

One final note regarding what we were able to
learn about craftpersons dur1ng the planning .study
concerns their media. Here, the available data were

"exceedingly unsatisfactory, and our estimates are
‘merely suggestive at best,

Working with the scanty
information we had (including replies to ACC's
membership survey and organization names, which
frequently indicate media), we guessed that the
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largest concentrations oi vraft artists are in ceram-
ics, stitchery, weaving, and wood and metal working.
There are also indications that ceramists are.concen-
trated in the South, stitchers are fairly evenly
divided: throughout the country but with a concentra-
tion in the West, and woodworkers are strong -in the
-North Central region. However, thesec estimates are
highly speculative and not much reliance should be
placed.on them.

" This research into what is already known about
craftpersons and their organizations occupied a large
part of our planning study effort. The remainder of
our work focused on recommendations for a survey
strategy for the Endowment. We recommerided, basi-
cally, that each component of the crafts arena be
approached as a separate problem trom the V10hp01nt
of designing the most effective survey.

Because of the strong interest in professional
~craft artists that gave focus to the planning study,*
we recommended that the Endowment” concentrate, its
efforts on surveys of these persons. However, we did
not recommend that the Fndowment go after individual
craft artists first. Rather, we strongly suggested
that the Endowment initially survey craft organiza-
tions. Our estimate of about 250,000 to 350,000
professional craftpersons represents less than one-
half of on€ percent of all working-age Americans. It
would be prohibitively expensive to survey this
group through traditional house-to-house methods. =«
The only practical means of reaching craft artists
appears to be through organizations or similar sources
of mailing lists, such as persons exhibiting at craft
fairs, craft shops' list of suppllers,asubscrlbers
to craft magazines, and So on.

Efforts such as the Marietta College Directory
make it possible to assemble virtually a complete list
of craft organizations within a fairly short time.
Putting together lists of craft shops or other po-
tential sources of craftpersons' names vould be a
much more time-consuming and difficult proposition.
Rather than selecting a sample of craftpersons based
on each craft organization's list, we recommended that
the Endowment actually survey the organizations. K We
learned some things about some organizations during
our planning study, but there is still much to ledrn,
about their finances, how they are staffed, their
salience to their members, and the extent and variety
of their activities and services. Our knowledge of
the crafts world will be cxpanded by a survey of the
organizations that craftpersons have formed, partic-
ularly if we try to determine the role these organ-
izations pldy in helping (or not helping) craftpersons

Q . . . .
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to develop their skills and economic potential.

Conducting a survey of organizations first also s
has the great advantage of making possible a more cost-
effective survey of individual craftpersons later on.
Rather than draw1ng a sample of craftpersons from the
membershlp lists of all organizations--thereby in-
curring the cost of checking lists for duplications--
it is more sensible to simply request the membership
lists of a sample of organizations. However, only if
the organizations themselves are surveyed can the
Endowment ensure, through a stratification procedure,
that the sample of organizations selected is repre-
sentative of important characteristics of craft-
persons such as their »edia.

We realize that there are strong criticisms that
can be made of our basic récommendation to use organ-
ization membership lists as the source of the craft-
persons survey. Although we galned evidence that
craft artists, like other groups in America, gravi-
tate .naturally toward 301n1ng associations of like-
minded persons, we ctannot assume that "this is true of
all craftpersons, particularly those working in ethnic
traditions. Admittedly, our recommended strategy of
starting with craft organizations and theif member-
ship Weighed heavily the dollars and cents side of

the equation. The Endowment is iqzno posjtion to do.
a house-to-house canvass of the entire American pop-
ulation, but must begin by using its limited resources
to reach the more readily avallabln groups. .The
danger, of course, is that the Endowment will Ltake
the interests and needs of the persons repl)lng to
the organization-based survey as representing every
type of craft artist in the U.S. I can only say that
we ourselves and the Endowment are very much aware

of the danger. Indeed, it is our recommendation that
the Endowment, having surveyed craft organizations

. and -a sample of their members, go after other groups
of craft artists and institutions contributing to
crafts production, with the expectation that exper-

" ience gained from the earlier surveys will help
improve the design and procedures of’ subsequent ,
surveys.

. MPR is now

. organizations;,

-t

embarked on the initial survey of
which is actually a cénsus rather
than a survey, as we gre attempting to reach all
known organizations. We are designing our procedures
to try to get the highest possible response rate, SO
that the design developed subsequently to select
membership lists for a survey of craftpersons is not

biased. We expect our final report to be delivered
before June of 1978. c e
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S | ~ APilot Study
: . ‘ of the Tralmng
’ and Career Experiénces

T . of Symphony Orchestra Musicians : _
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- . Donald J. Shetler
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_The primary objective of this study.was to develop and of . orchestra and whether conservatory or liberal arts
pilot a research design aimed at identifying factors as- tra1ned, on later job satisfaction.
sociated withthe education and training and the In piloting, the questionnaire, $ix, symphony or-
resulting career patterns of symphony orchestra mu- chestras were chosen to represent the six categories )
sicians. In particular, the study sought to develop . [ of «symphony identifi'ed by-the American Symphony o H
data gathering, instruments and techniques permitting Orchestra League. These included Cleveland_and
a detailed analysis of educational and career influ- Atlanta (Major), the Oregon Symphony (Regional), Fort
ences. The instrument developed for-this purpose was Wayne (Metropolitan), Pasadena (Urban), and Denver
evaluated through administration to six sympohony or- Gpmmunity Arts (Community). In addition, we identi-
chestras in the United States: .The orchestras were fied four professional training institutions, each
) . chosen to include reprksentatives of the whole spec- representative of one of the four types of schools
trum of orchestra types. While suitable for test Y |*  which.make up the constituency of the National
purposes, the six do not constitutée a stratified sam- Association of Schools of Music,' the accrediting
ple intended to be representatlve of all symphony or- agency for professional schools of music. These
chestra musitians. schools included a state supported university profes-
" The research team included Professor Donald ’ sional school of music (Iﬂf€1na University School of
Shetler, Chairman of the Music Education Department Music), a liberal arts co}lege affiliated conserva- -
of the Eastman School of Music; Professor Raymond tory of music (Oberlin College Conservatory), an in-
N -Mirphy, Chairman of, the Department of Sociology, . dependent conservatory of music (Manhattan School of
University of Rochester, Proféssor Thomas Smith of Music), and a privately endowed university school of
. the Sociology Department; Quentin Marty, Graduate Re- music (Eastman School of Music).
) search Fellow; and Benjamin-Dunham of the American Two hundred alumni .of the four schools were se-
. Symphony Orchestra League, a cooperative agengy. . » lected for participation in this study. 10 ‘each from
° . The project consisted of thrre phases: The pro- +  classes of 1950, 'S5, '60, '65, and 170, with 140
" ject team first developed a mode of a hypothetical . ° respondlng, ‘0f the 140 responding,. only 66 were
orchestra player. In developing chis .model we sought * . playing in orchestras. These responses, coupled with
. to trace careér development from the influence of . " our 266 responses from the six orchestras, meant that
parents and early musical experiencés, to post-secon- 332 .orchestral musicians were included in the total
dary trainifg, career entry, and satisfaction and sa.1~. Information regarding the analysis of this ~
success in.the role of orchestral performe ¢ . sample is available on request as® is the survey in-

B - This model prOV1ded the background ‘against which ¥ strument. Below we identify selected findings from
we then developed and piloted a self-administered our pilo: study. .
questionnaire intended to gather information in each A . *
of these phases of career development. The question- .A. Family Background and Early Educational
naire is quite detailed and includes, for example - Experiences - :
quéstions relating to critical events, authority re- .| . 1. Long before young instrumentalists enter
Iat10nsh1p§ in the home, occurence of infiuences to . ! college, their career direction is remark-
choose a carcer in music.and the level of active par- - . ) ably focused. The importance of music in
ticipation in music-making among family members. . . the home and parents' and teachers' -en-
Post-secondary musical training is examined in detail ¢ L E couragement is high. Career orchestra
including music and non-music courses taken and .-thea . =~ - . players have edrned income from musical
‘perceived relationship between training and later-.ad- ’ 3 activities and their- expectations for
vancement and .job satisfzction. Carcer entry through T performing careers are surprisingly well

s - audition and sponsorship is also examined, as are the ©  anticipated}
influences of a variety of factors, including level § 2. Mothers' encouragement is hlgher than
Donald Shetler ‘is Chalrman, Department of Music Educatlon, ‘Eastman School of Mu51c, University of Rochester, -
Rochester, N. Y. - ) - . ’
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fathers', in general, Fathers ave.con-

- si1derably less encouraging. A child's
choice of a career as a professional
musician, with the anticipated special-
1zation and educational expensc factors
involved, appears to be regarded with
some apprchension by the chief wage
carner in the tfamily,

3. 1t may be significant to note that the

: dcmographlu data indicate that nonc of
the fathers of our respondents arc
full-time orchestra musicians.

B. Post seconlar) Training Content and
. Expe perlypffl_

The scction on training during post—suuonddr)
years prior to entering the profession.was of spe-
cial interest to the Endowment. Of most interest
are the responses of our sample to the series of
questions related to the nature and content of post-
secondary or college level trainingqand education
and its perceived relevance to an orchestral
caveer ) '

Some findings from the pilot test are:

1.+ Slightly more conservatory (or profes-

sional music school) trained players
. . studied with professional ‘musicians
than did liberal arts traand players
(81% 'to 73%).
Conservatory trained players although
a bit less- likely %o "play for pay"
during freshman and sophomore ycars,
were more likely to earn income for
performing during the junior and
senior years.

3. About 24% of both groups reported at-

s : tending rehearsals of professional
orchestras while in school,

4. 36% of our sample thought that a com-
petitive atmosphere in school was '"very
importdnt.'" About 6% morc conservatory
trained players than liberal arts
trained persons regard thls feature as
important. - Y

3

As you know, curricula in prﬁfessidhal schools
and in liberal arts colleges vary in many ways. For
example, music majors in a liberal arts college may
be required to take as much as 60% to 70% of the
total degree program in non-music¢ rclated courscs,
while the conservatory or professional school student
may taken less than 20% in this area. v

We asked our playcrb to indicate the kinds of
music and non-music courses they took, how many yecars
the courses were taken, and, finally, which were "most
useful for a successful career as an orchestral.mu-
sician,'" or "least valuable or relevant for success as
an orchestral.player." This is a particularly tricky
issue to deal with in research of this type.

More liberal drts educated players took courses in
composition, conducting, and music education than
their conscrvatory trained collcagues,*and more-of
those trained in profe551ona1 schools -stuvdied chamber
music and piane.

More than half of the profe551ona1 school tra1ned
players took courses in English, foreign language,
science, and social studies, although the requirements
for the BM degree are minimal and often elective.in
this curricular area.

Finally, we askcd our sample of players to write
in those college courses they regarded as most useful
and least useful for success as orchestral players.

- As might be expected, for the most part music courses

Aruitoxt provided by Eric

- study should,

were listed as most useful,
least useful or relevant.

and non-music courses

C. Getting a Job: Audition and Sponsorship -

Our -data indicate that the conservatory trained
musician seemed less likely than the liberal arts
trained musician to regard sponsorship as important
in getting orchestral jobs. We found that A level
,playcrs, both’ conservatory and literal arts trained,
arce morce likely to regard perform: ace as more im-
portant than sponsorship than arc B and C level mu-
sicians, .although the majority of our respondents at
all levels see pcrformance as more crucial than
sponsorship.

Since audlglon procedures for A and-<B orchestras
arc more stringent, the perceptions of A and B mu-
sicians arc likely to reflect the- relative importancc
of sponsorship versus pcxformancc compctcncy in seek-
ing an A or B orchcstxal position. . .

Tg:rc arc too many results from this preliminary
work to summarize succinctly, but there is a general
pattern to them that is of interest. If a musician
is successful in onc respect, it appears that he may
be unsuccessful in another. Developing intrinsic
satisfa¥®tion as an-orchestral player--rewards derived
from matters.like repertoirc--is best predicted by
employment outside the top eChelon of orchestras.

Two dimensions of success are thus negatively related
to onc another. And thesc arc not the only two, The
level of a musician's orchestral.employment, for ex-
ample, increcases his earnings but may decrease his
commitment to an orchestral career. In fact, intrin-
sic satisfactions were at their highest levels among
musicians who report the lowest levels of extrimsic
satisfactions. These "contradictions" -in the lives
“of particular musicians appear not as faults in their
carcer development, but, in this pilot study, as
-descriptions of the typical orchestral musician.
Recommendations for Futher Rescarch ¢

We arc awarec of #he very small sample used for
the pilot study, and.that the ASOL classification
system, based on annual budgct does not serve well
as -an 1nd1cator of the variance among types of sym-
phony orchestras in the U.S. Likewise, our other

*population, that of post-secondary training insti-
tutions, should be further represcnted by adjusting
sample size and rcprescntatlon to include several
liberal arts college music departments, A "pilot'
of course, identify sampling and meth-
oddlogy problems one might expect to modify prior to

any major research project in the future,

While our data gather1ng51nstrument appears to be

well- sulged to the task for which it was designed, we

" Tecommend follow -up<intervicws for cettfain arcas of

carger preparation and development. This would pro-
vide additional valuable- -information to support those
data supplic ' by completed questiornaires.

Our study, as a pilot project, was carried out
over a short time peridd and was funded at a level

that limited our use of certain analytical techniques.

We recommend thc use of case-history and longitudinal
studies. For example, the stability of commitment to
the job of orchestral playing might be analyzZed by
identifying young performers while still in training,
or very early in their careers, in the same manner as
Strong and Campbellsfollowed the occupational hiss
tory of their subjects over a thirty-year period:

‘We have already been assured that should such a ven-
“turc be initiated, we could expect the hearty support
of the major accrediting agency for professional
schools of music. )

( o LU ' ’ -{..‘.
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wir prlot study does pdentaty the chief compon-
ents of a college level program for trawning the po-
*tential orchestral performers.. Many of our respon-
dents pointed aur cevtain failings of that program to
avet their needs as ovchestral .players. [t might be
aeted mothis respect that, during the early 1970's,
a mafor funded study, the Contemporary Music Project,
inttrated aaational program to reform the {undamens
tal componunts of miusic study at the college level.”
A chietobyective wis to produce a performer who
<could play morg- than a single instrument well, could
pertorm musie of manx styles, periods, and cultures,
aind had the ability to verbalize about those musics
to audiences.  The eftfort was controversial to say
the least. '
al mus1e schools adopted the curriculum revisions de-
signed to accomplish these objectives. 1t would be
worth our time to identify certain graduates of thosce
schools now playing in orchestras, and to cxplore-the
intluences, tf anyy that' the "new" curriculum had on
lttrtudes aud oprnrons about orchestral playing and
muste in general. It this project has any impact on
“the 1ssuc of traaming the gaveer instrumentalist,
this could be 1ts most important contribution.

Another 1-sue that needs to be addressed is the
spedifjg asseiation we had with the American Symphony
Orchestra League. we need to explore the possible in-
tlaence of an established agency's 1mage stereatype
as an influence on orchestra response rates. For ex-
ample, we might request assistance from the musician's
own association, the International Conference of
Symphony Orchestra Musicians, a sub-agency of the
American Federation. of Musicians, in obtaining
increased cooperation from the players.

he also scee the value of studying-in some depth
the carcer history and training patterns of other per-
Formers, such as actdrs, dancers, and opera company
singers, in order to gbtain data that might be com-
pared to those from instrumentalists. )

Our data gathering and analysis procedures could

" be modified for such research. It appears that en-

Aruitoxt provided by Eic:

A nupber of colleges and some protession-

couragement to enter a tull-time career and a signif-
icant level of financial support are crucial to”
career progress at certain stages of the young ar-
tist's development; also, that internal satisfaction
items such as sgatus, financial remuncration, role
definition, and opportunity to gain.outside income
may be highly significant in other performance ca-
reers as well. Analysis of those satisfaction and
commitment considerations we identified and treated
in our path models is feasible using data supplied by

other performers,

Qur data clearly indicate that the employment and
carvcer development of the successful orchestra player
do not relatd to training alone. Many variables, some
identificd for the first time in this study, need. to

be considered. o .

Lven this small sample, unreprescitative of all -
U.S. orchestras in many respects, provided evidence
that musicians highly "successful' in the mijor or VA"
level orchestras get thedr training in a variety. of
institutions, certainly not limited to a few indepen-
dent conservitories located in major music centers.

Our pilot study provides a framework, a data
gathering. process, and analytic techniques that can be
used to examine other careers in the performing arts;
and, in our view, the need to continue rescarch is
clear. Although our findings are not conclusive, cvi-
dence -already in hand suggests the potential for re-
moving certain myths and stercotypes surrounding the
carcer development of professional orchestral musicians.

Footnotes .

"1 Stvong, E. K., Jr. and Campbell, D. P., Manual
for Strong Vocational Intcrest Blanks. Stanford,

Calitornia: Stanford University Press, 1966.

2 "The Educﬁtion of the Performing Musician,"
College Music Symposium, Vol. 13, Fall 1973.
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Estimatin
for Musical an

‘the Need
Administrative

Leadership of American Orchestras

Benjamin Fogel

Objectives ® .

The objectives of the Exxon/Arts Endowment Con-
ductors Program has been to identify young conductors -
with the potential to serve as music directors, and
to provide them with the experience that would equip
them to do so. This has been done by placing’ such
conductors in three-year internships with major or- -
chestras, where they have the opportunity, under_ the
tutelage of a distinguished music director, to adguire
a breadth of experience that ‘would enable them to
learn the skills required of a music director.

As the Exxon/Arts Endowment Conductors Program
approached completion of its first three-year round
of operations, the sponsors decided that guidance for
future funding decisions was requ1red This study was
undertaken to estimate Amevican orchestras' future:
needs for musical and administrative leadership, and
to assess the appropriateness of the present program
as a means of meeting these needs. It was also
thought useful to.ideéntify ways to improve the effec-
tiveness of the program. Further, it was apparent
that the execution of this prqQject.wquld require the
systematic compilation of a body .of.data on American
orchestras that is neither currently available nor
readily accessible. Thus, an additional objective
was- to provide the National Endowment for the Arts
with a data base hav1ng broader usefulness in’ the,
future.

: ?
AEBroacﬁ e .
- Research was 1mp1emented in “several dlStlnCt but

related stages. In-the first stage, orchestras were
surveyed by means of a mail questionnaire that elic-
ited information regarding turnover, the hiring pro-
cess, and the characteristics of persons hired. This
information was used to make a preliminary estimate
of the need for musical and administrative leadership.

The second stage of the project was devoted to
securing ‘additional information concerning orchestra .
operations,®through interviews with -a selected group '
of orchestras, and statistical data compiled by the
American Symphony Orchestra League, This information
was used in the third stage to refine the pre11m1nary
estimates of leadership needs,

The fourth stage of the project consisted of an
assessment of the management of the program, on the

Benjamin Fogel,
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"Senior Associate, Cresap, McCormick and Paget,

'basis of interviews with Affiliate Artists as well as
young conductors and orchestras participating in the
program:

< Need for Musical Leadership

The factors affeécting the need for musical lead-
ership are numerous; some are predictable, while many
are unpredictable.. For the 194 orchestras in the top
four classifications (as well as for others), a music
director is a necessity. If he leaves, he must-be
replaced. About 5% percent do leave or have left cver
-the past five years. Reasons for termination of" the
relatlonshlp include retirement, among other things.
Most frequently, the reason for resignation is to
accept anothey position. ' Conductors are as mobile as
they are talented and ambitious. Since the rate at
which they vacate positions is known, the number and
percentage of positions that will become vacant can be
projected, and this has been done.

With associate and assistant conductors,(par-
ticularly the letter), the need is less predictable,
and projections can be made with far less assurance.
Over the last five years, some orchestras have added
associate or assistant conductors, while others
appear to have eliminated such positions. Movement in
and out ‘of these positions has occurred at a pace
that could not be specifically documented.

Whether an orchestra has assistant and associate
conductor positions is subject to a number of factors:
"Some music directors want assistants to ghare the con-
“ducting load,as well as.other artistic or administra-
tive details. Others may not want to share respon-
sibilitiés: Hiring an assistant depends on approval
by the board, which in turn may be dependent on the
availability of funds for additional positionms.
Filling or creating an assistant position may thus
depend on a special grant or gift.

Only when the number ,of performances and services
substantially exceeds the time available to the music:
director can an assistant position be ensured While
it has been possible to determine the number of per-
formances that make an additiongl conductor a nec-
essity, thé number of concerts that an orchestra may
give over the next five years could ndt be determined.
If no increase in the current level of activity is
assumed, however, the number of associate and assis-

Inc., New York, N. Y.
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tant conductor positions that would have to be filled
can be projected, subject to caution for the reasons
cited.

Chotve of Musical LdeerthE

\s wtth the need for musical leadership, the
hoice ot conductors is affected by a number of fac-
tors stemming from the special characteristics of the
world of symphony orchestras. The limitations placed
on, vhoice tend to segment and diminish the size of the
market. N

The process of choosing a music director differs

.substantially between larger and smaller orchestras.
At - the level of the urban and metropolitan orchestras,
the music director is usually selected by the board.
Among larger orchestras, on the other hand, the man-
ager plays o larger role in the sclection of a music
director, even though hoard members, who give final
approval, may be more knowledgeable and sophisticated
than their counterparts on the boards of smaller
orchestras. For associate and assistant conductor
positions, the choice is made quite differently: here,
the music Jdirector exercises an almost. exclusive
prerogative. .

There are only a limited number.of musicians from
among whom choices are made. -For music directors of
smaller orchestras (particularly urban and metropoli
tan orchestras), the choice is limited by the knowl-
edge and perspective of individual board members. For
the largest of the major orchestras, choices are
limited to thosd conductors with the greatest prestige
and ‘interpational reputations; lesser renown is felt
to betunacceptable. However, ‘for major orchestras
below the top group, the choice may be limited by
what they can afford. Probably most of the major and
regional orchestras are limited by the amount of time
available from individual conductors. Since these
conductors may already hold at least one post, they
will have a limited amount of time available to de-
vote to a second post.

Musical diTectors seem to choosc associate and .
assistant conductors from among the small number of
younger conductors whom they have chanced to encoun-

_ter, or based on recommendations from colleagues.
The candidate selected is almost invariably one whose
personality suits that of the music director. Audi-
tions for these positions outside of the Exxon/Arts
Indwwment Program are scldom held. o

\\SLganlcant number of orchestras, principally
the larger ones, tend to promote musicians in the
drchestrior younger assistant conductors to other
conducting “positions. Consequently, the dctual num-

- ber of positions to be filled (that is, the size of
the market) is effectively reduceu.

Estimate of Need i
Our estimate of the need f¢~ musical leadership

is baseu on two principal assumptiong: (1) that the
number of .orchestras in all categorie5 will remain the
same, and (2) that the rate at which music director
‘positions are vacated will remain constant over the
next five yecars. The initial estimate, then, is for

. replacement demand: that is, the number .of vacated
_p0s1t10ns that will have to be filled during the
coming perlod This is an unadjusted total, and was
derived by establishing a percentage rate of turnover
and applying this figure to the total number of or-
chestras in each of the four categories. Table.l
summarizes the projections of need for musical leader-
ship.

If adjustments are mude to reflect the number of
vacancies that may be filled by promotion from orches-
tra staff, thus more accurately defining~the actual
market, the following reductions should be made from

-~ direcjors of other orchestras.

the total demand shown for conductors:

--Major orchestras should be reduced by a total
of 9 positions.

--Regional orchestras shouid be reduced by a
total of 8 positions. °

--Metropolitan orchestras should be reduced by a
total of 13 positiodns.

--Urban orchestras should be reduced by a total
of 6 positions.

" The utility of these pro;ectlons would be greater
if it were possible to project the growth .demand; that
is, the positions that would be created through in-
creased orchestra activity. As indicated earlier,
however, reliable data on this matter are not avail-
able.. Nevertheless, it has been possible to determine
that, among all the measurable factors which may affect
the need for an additional conductor, the number of

-performances by the orchestra shows the highest cor-

relation. On this basis, a predictive model .has been
acveloped which could incorporate the projection of
growth demand, should sufficient data become avail-
able.. :

Assessment of the Program

. Young conductors in the Exxon/Arts’ Endowment Pro-
gram are agreed that they are gaining unique and valu-
able experience, and the managers of the orchestras in-
volved also agree about the value of the program.
This testimony is confirmed by the success of conduc-
tors who have‘completed the program's three-year in-
ternship. Although not placed by the programs six of
the eight young conductors who entered the program
during its first two years are now’ serv1ng as-music
One of these six is
now the music-director of a major symphony orchestta,
three are music directors ofvmetropolitan orchestras,
one is the principal conductor of an opera orchestra,
and the sixth has been promoted to associate conductor
of the regional orchestra in which he served as an
assistant. ) .

Despite som& difficulties at the outset, manage-
ment of the program has improved steadily and is now—
Ffunctioning effectively. Several problems neverthe-
less remain to be resolved. Questions have been raised
by participants regarding the’ "match" between orches-
tras and young conductors. The drtistic and admini-
strative opportunities offered by ‘orchestras differ
widely;:thus, the question is raised whether the
ofchestra in which a young conductor has been placed
can provide the opportunltles most needed by that
conductor.

This problem is closely related to the role
played by the music director of the host orchestra.
There appears to be- significant variation in the
amount of tutelage provided. The failure of a music
director to provide the tutelage expected by the pro-
gram could be a source of significant weakness. Thus,
the ability of Affiliate Artists, as the administrator
of the program, to monitor the role played by the
music director is*of crucial importance. There is
some. evidence that access to music directors has been
limited, and that major guidance for the” young conduc-
tor may in fact come from the orchestra.manager.

After four years of operation, the program has
shown significant.results. "Sixteen young conductors
have had, or are gaining, experience with thirteen
different orchestras.. The process. of selecting these
conductors has been carried out systematically, with
opportunities for testing and comparison before the
final choice was made. The conductors placed have had
a greater opportunity to gain a wide range of experi-
ence than they might otherwise have enjoyed. More-
over, "the skills gained have prepared them to function
as resident conductors who can contribute to the

ERIC
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de\elopmcnt of Americun othrstlds in addltlon to ad-
vancing their personal careers.

Further, the orchestras involved have had a
broader choice of talent than would have been likely
under the limitations imposed by the tradition of
"eronyism.” »Finally, sevétal orchestras with a need
for an additional conductor have heen enabled to meet
that need, and thus aided in oftering more perfor-
mances than mieght otherwise huve)been possible.

Future of the Program

Through the opportunities that have been pro-*
vided to young capductors, the shill-with which the
program has been organl ed and managed, and the suc-
cessful placement Of 'graduates," the Exxon/Arts
gndowment Conductors Program is making a unigue con- *
tribution to the development of leadership for Ameri-
can symphony orchestrus. Beyond question, it should
continue to deo so. The level at which it should con-
tinue, however, is subject to further consideration.

Since the program as noy conceived presumes the

participation only of major symphony orchestras,

little if any program expansion appears to be indi-

cated. There are 31 such orchestras, but the number
of potential pdrtlulpqptx is substantially less. The
five largest of the major orchestras are not avail--
dble as participants, either because their structure
does not pro»ide the requisite opportunity for young
conductors. (as is the case with the New York, Boston,
and Philadelphia orchestras), or because they have
developed their owm source of assistant conductors
(as the Chicago and Cleveland orchestras have done).
If the projection of vacancies in music director
positions is reliable, then at least three odditional
‘orchestras in any given year would be in the hands of
guest conductors.or of a music¢ director who, with a -
new orchestra and new duties, would be unlikely to

take on the additional JOb of mentorship for a young
conductor.

Of the remaining 22 or 23 ma;or symphony orches-
trai, several probably would be inappropriate place-
ments tor the program, or might for other reasons be
unwilling to participate. Thus, there are probably
less than 20 major orchestras availuble for participa-
tion in the program.
been increased by the inclusion of two opera orches-
tras.) The total number currently participating is ~
10. Thus, two questions arise:

- To what extent should the program attcmpt to
saturate or preempt the market? Co .

- = Are there cnough venung conductdrs with suffi-
cient talent to meet the ObJeLtlheS and standards. of
the program?

While this study is in no position to supply
answers to these ‘questions,’ the sponsors of the pro-
gram must be prepared to do so. On the basis of the
considerations discussed above, it would appear that

“the presefit level of support could be increased by no

more thun one or two positions. It should also be
recognized that an objective analysis of these fac-
tors might indicate a reduction in the level Qf
support.

A possible modification of the program might be
cons idered that would affect both prégram effectivé-
‘ness and the level of support. This modification is
based on a guestion rcised by several incerviewees:
Can the young conductor learn best under tutelage
with a major orchestra or through conducting his own
orchestra? If the answer is that both are desirable,
it nas been suggested that the internship might be
split between the two; for. example, one year with a
major orchestra might be followed by two years as the
head of a metropolitan orchestra. In developing this
kind of modification, it will be necessary to deter-

RIC .
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{The actual number available -has .

of

,duced,

. major orchestras,

_national stars who lead the larger orchestras),

" become more dewending.

mine the time required for gaining effective experi-
ence in cack placement. The orchestras best able to
provide effective experience will also have to be
determined. If the present number of major orchestras.
were found to be efféctive, the addition of conducting
experience in metropdlitan orchestras would substan-’
tially increase the level* of support required for the
program. On the other hand, if the number of major
ovchestras effectively participating were to be re-
the metropolitan conducting experience could
probably be incorporited With little or no additional
financing. 1In any event, whatever the level at which
this program modification might be supported, it would
ipose greater demands on administrative skills and

on the funds required to support administration. It
is therefore pronnsed that the sponsors of the program
explore the implications of this suggested modifica-
tion.

Importance of Administrative Leadership ‘

+ «With respect to administrative leadership,. the
survey found that 108 orchestras had full-timé& general
managers. 64 percent of these orchestras had made at
least one change in general manager .over the past five
years, °thus creating a vacancy in the position. The
percentage was very similar for each category of or-
chestra.  Projection of these percentages over the

next five years indicates that all orchestras with y

general managers will be filling that position 126
tiges, or at a rate of 25 vacancies annually. For
at least 19 vacancies are expected
to appear.in the next five .ycars, at the rate of 4
each year..

The survey also provided evidence that the
number of administrative positions in orchestras be-..
low the level of general manager has been increasing
at a rapid rate. Of the -orchestras responding, 48 per-
cent reported additions to théir administrative staffs
over the past five vears, and indicated that further
additions are planned. The positions most frequently
added are development director and assistant manager.
Managigrs appointed to fill vacancies are most often
brought from outside the orchestra, rather than pro-
moted from the orchestra's staff.

- The growth of administrative staff is indicative’
of the growing importance of administrative leadership,
despite the prerugatives of the music director and the
ultimate authority of the board. Moreover, the mana-
ger's influence is being felt in musical or artistic
decisions. The economic viability of the orchestra,
for which the manager is responsible, must be taken
into consideration in making artistic decisions re-
garding guest conductors, soloists, or the prepara-
tion of new or complex repertoire. The mix of con- .
cert performances, local or tour, subscription or pops,
is .affected by their relative costs of preparatlon and
their expected return. In the absence of the music
director. (which is increasingly common among the inter-
' the
manager can exercise still greater .authority, having
a major voice even in the selection of a music direc-
tor, as in the selectlon of an Lxxon/Arts Endowment
conductor.

The economic stability of an orchestra requires
not only competent but professional management. Earned
income must be maximized and, since this is never suf-
ficient to maintain the orchestra, contributed income
must be sought increasingly. Tasks involving promo-
tion, marketirg, sales, and financial control have
Development directors are now
needed as full-<'. > positions. The manager must be
able to léad, plan, and supervise these activities,
and he is 1ncrea51ng1y dependent on well-trained staff

for their execution®
1
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fntervigws in the course of this study have dis-

closed a verV real concern among managers regarding

 the source of well-trained administrators in the

- futyre. They, more than any others, are aware that
the availability of well-trained staff is crucial to
the future of "American symphony orchestras. There.
now appear to be multiplicity of arts administration
courses offered in several universities, as well as a
number of separate (usually small) organizations
addressing some part . of this problem. By and large,
managers have some skepticism regarding the effec-
tiveness of the training that is now available in

.

Table

&

these academic programs. Several suggest that regu-
lar master's~degrees in business administration might
be appropriate. =llowever, comprehensive knowledge of
the training that is available, its effectiveness,
and what kinds of training might be most appropriate
is lacking. This suggests that the National Endow-,
ment for the Arts.and the Exxon “Foundatich might well
explore the potential in this situation. In the
future, a program for administrative or management

“interns might well be as important to American orches-

tras as the present program for conductors.
-

-

< .0

1. .

ESTIMATED NEED FOR MUSICAL LEADERSHIP, BY TYPE OF ORCHESTRA -
> .

ES

Unadjusted Projection*

. o "% Five-Year Total Annual Average
Type of Music Associates = . All Music Associates All ’
Orchestra Directors And Assistants Positions Directors. And Assistants Positions
= " '\W *
Major 18 37 55 4, -7 11
Regional 18 200 38 4 . 4 8
. . ) .
Metropolitan 61 42 . 103 12 8 20
Urban " 25 18 43 5 3 8
TOTAL 122 _ 1ze 259 25 22 47 "~
L o, - ‘ -
*To adjuét for promofion from orchestra staff, these.totals should be reduced by:
. ' Majors--9 pesitions ’ - N
. ' . **  Regionals--8 positions
: Metropolitans--13 positions ,
' Urbans--6 positiens s *
=
o
o .
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Using Census Data

to Study Characteristics o
of American Artists

John C. Beresford and Diana Ellis '

o
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DUALabs has conducted work under contrgét to The I

National -Endowment for the Arts to produce studies
based on the 1970 census. Titles of the reports are:
* Where Artists Live: 1970
Minorities and Women in the Arts
Migration Patterns of U.S. Artists, 1965-1970.
Employment Patterns of U.S. Artists, 1970 ’
Living Patterns "of U.S. Artists, 1970
Household § Family Characteristics, of Artists, 1970
This paper is based on some of that work.

Collecting and Coding Census Results ) : o
The 1970 Census of the United States included a
group of questions which permitted people to write
out their current or most recent occupation. The
written responses described the "kind of work' a per-
son did, the "most important activities" in this work,
and the "job title." Additional responses identified
the name of the employer and kind of business or
industry. About 16 million men and women 16 years
old and over answered these questions. They comprised
a randomgsample of 20 percent of the. 80 million.
Americans in the experienced civiliam labor force.
Replies were examined by Census Bureau coders and

Twelve of these occupations were classified into. a
broad group called "writers, artists, and entertain-
ers." From this group we selected for study actors,
dancers, designers, musicians and composers, painters

antouncers, and a residual category called “other
writers, artists and entertainers." Also included

in this study are the occupations of architects and
university teachers of art, drama, and music. (Not
included in this study, but included in the broad
-census group, are athletes, editors and reporters,
-and "public relations men and publicity writers.') .
.Using the definition of this study, artists in the
experienced. civilian labor force in 1970 numbered
603,000 (cf. Table 1). '

Using Datasfor the Nation from Printed Census Reports
- Table 2 compares the number of artists as defined

by this study with the number of persons in other )

occuﬁetion categories. These numbers, with detail on

w
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.-
sex, race, age, employment status, salary, educa-
tion, weeks worked the year before the census, and
other characteristics are available' in an-800-page
report from the Census Bureau, titled Occupational
Characteristics.l With that report and a calculator,
a person responsible for policy can make a substan-
tial number of comparisons of artists with other
occupational groups for the United States in 1870.
For example, a person concerned with equal employ-
ment opportunity in the arts could examine the pro-
portion of employed for each occupation group and the
proportion of females employed for each occupation,
as shown in Table 2. The percentage of employed
female artists is lower then the percentage of
employed females in other professional occupations,
but so is the percentage of total artists employed

‘lower than total employed in other occupations.

. Using Data from Publi¢ Use Samples

Certain policy questions may require morefdata
than are available in.printed reports. For example,
to understand the significance of variables associ-
ated with an occupation, e.g., unemployment and
earnings., one.may wish to examine or remove the
effects 6?\£actors such as sex, age, family status,
race, or previous employment history. This requires
tabulation that can be ohtained from the 1970 Census
Public Use San}}:\les.2

There are six samples of the-occupied housing

* units and the persons in thems Each contains one

percent of the population of the nation in-1970. The
complete samples are large enough to make their
repeated use expensive, complicated, and time con-
suming. Therefore, an extract was prepared con ain-
ing all the data for artists and persons in house-
holds with artists. Another extqpcgiof about the
same size was prepared for persons ik a selected set
of non-artist occupations to be used for comparisons.
These ‘relatively manageable extract files are-avail-

“able at the National Endowment and may be u$ed ‘to

prepare tabulations from the 1970 Cepsus at relaf’
tively low cost. Using these samples, it is possible

_to look at events which occur, infrequently and to

descritbe their characteristics: /black’authors, self-
employed paintérs with high earnings, and so on. -As
. N : :

n
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a simple example, the minority artist populatlon can
be dLSLllbed {see Table 3).
JIn our work for the Natipnal Endowment:, we c¢reated
the category of "established artists™ (those artists
. 30 vears old and gver who were in the same occupation
five years -ago) to eliminate the effects on income of
youth or ‘inexperience in the occupation. We learned
that median income for the racial minority estab-
lished artist who worked 40 weeks or more was 84% of
. the median earnings of the established white artist
{see Table 4). Comparable data have not” been tal-
culated for. the rest of the population. However, in
the total lubor forcé, the median earnings in 1970
for minotities were about 74% that ¢f whites. We
conclude that one's race had some effect on how much
money an artist could earn in 1970, but. thesc effects
varied according to the particular artist occupation.
As indicated by Table 9, minority actors, university
teachers, and phgtographers had greater dlfficulties

a tnoachieving carnings comparable tq white people in,
their occupations than did Tﬂle/T\ announcers or
* painters and sculptors. »

There 15 also evidence from the census data that
the sex®oi artists had an effect both on earnings and
. on-becoming established in an artist occupation. s
Women made up 32% of all artists in our categories,
but are 40% of the professional labor force and 37%
of the total labor force. The proportion of women in
* the individual artist occupations \arlcd considerably,
however, as indicated by Table 6. In addition, the
established female artists who worked 40 weeks or |
more in 1969 earned far less than men: $5,510 com-
pared to $11,980 (sce Table 7). )

The public use samples are also being used to
explore topics such as the family and houschold
status of artists, the earnings of self-employed
artists, and tam11y income from other earners as a
source of support for artists. Therc are many other
possible topics which could be examined. For those
interested in pursuing the matter, a review of the
description and technical documentation of the 1970
tensus Public Use Sample is rccommended.

Rescarchers who require training to work with. the
data files on the computer can reccive 'hands-on"
experience in a few days and can, thereafter, access
the data via terminals ingtheir own office. The
training consists mainly $f learning the basic char-
acteristics differentiating the six versions of the
sample, learning to use ‘software that will handle
hierarchically organized data files, and learning the
particular terminal access techniques being employed
by the Endowment. Those with their own computer
facilities and software can acquire copies of the
files on magnetic computer tape and make their own
arrangements. The regular technical documentation
from the Bureau of the Censug for the Public Use
Samples can’ be used, supplemented with a report pre-
pared by DUALabs show1ng the number of cases by each
occupational category in the files. .

U51ngrData tror Printed Repérts for States and

Metropg}ltan Areas

A third way to use data from the 1970 Census is

' to pbtain already summarized numbers for artists in
states or major metropolitan areas. To do this, it
is necessary to work with the printed reports in what
ts called Volume 1, Chapter.D, of the 1970 Census.
They comprise a-considerable bulk. If one were inter-
ested in doing sbimething fairly simple, for example,
showing the number of employed artists by state or
metyopolitan area, one could record the numbers on

»cards, sort the cards to rank the geagraphic areas,
and produce a table, e.g., Table 8, the rank of each
state or metropolitan area. ‘ L

Aruitoxt provided by Eic: . . v
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One could also gather data on the dispersion of
artists' occupations atross the United States dccord-
ing to their approximate numbers in metropolitan -
areas. - One would find that New York and California =
have the highest concentrations of actors. (There is ’
an anomalous number of actors and dancers in Nevadd
betause of the show busipess activities associated
with gambling.) 'Concentrations of radio and tele-
vision announcer& occur in the spidrsely 1nhab1ted
states. There are public policy mellcatlons in the
distribution of these artists. The broadcasting.
industry is regulated; transmitter wattage is con-
trolled, and local public service is required. llence,
- announcers are geographically dispersed, approximately

as the géneral population: 34 of the 50 states each. - N
. have one percent or more of all announcers, Only 15 .
of 50 stuates each have one percent or more of all. '
actors.

A policy of licensing and technical r@stgictions
dispersed the broadcasting plant in the U.S5. and
resulted in a dispersal of announcers. To make the
plant pay, a series of.devices for generating local
income and network income -evolved. There are; in
these cases, examples of tie impact- of public policy
on the dispersion of announcers and the impact of
market forces (non-policy) on the concentration of o .
actors. .

In Finland, a policy of national and local gov- °
ernment support for live theatre disperses actors
throughout the nation. There are 33 professional
theatfe groups, one for cach 172,000 persons. ‘The
equivalent figure in the U.S. would work out to about
1,200 professional theatre groups, but there are
probably <less than 200 resident companies with
budgets over $200,000 in the U.S.” By Finnish star
dards, we are short about 1,000 thecatre groups.

. Using the 1970 Census data to study residence of
artists can be facilitated by use of the computer.
The summarized data in the printed reports are
alrcady on the so-called "6th count! é%mputer tapes
available from the Census Bureau. Alternatively,
needed data can be entered into the computer by
‘hand. In either -case, programs must be written
before analyses can be made. If public policy per-
taining to residence of artists is contemplated, one
would probably want to consider how artists change
their location in the. absence of policy. Census
data identify residence in 1965 as well as residence
in 1970. From these two points a kind of abstract
sumhary of long-run migration can be made.

. No matter how this migration is analyzed in de-
tail, it tends to follow the pattern of all migra-
tion jn the U.S. Further, it represents only 8% of
all artists. In short, migration alone has litule to
do with the regional dfstribution of artists in the o
M.S. A more detailed analysis from the Public lse D
Sample reveals that the growth in the number .cf -
artists it each region is mainhly a result of new’
labor force entries (see Table 9). '

Regional policy aimed at encouraglng new enﬁrants
to the artist occupations would fit in with the . .
natural increase trends in each region, as of 1970,
and would not be offset, apparuntly, by interregion- S
@l migration losses. However, the artist occupations
are primarily urban oriented, and the major metropol-
itan dreas of New York, Chlcago and Los Angeles
definitely attract mlgrants. Between 21 and 31 per-
cent of the artists in those metropolitan areas in
1970 were living elsewhere in 1965. _We assume that

migration into these artist markets’'and training
centers has long been important and would be a <
potential problem for public policy.related to mi- ‘.
gration or regional development of -artists. The
places that do the training for any occupation, or

-
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provide the biggest market (or both) probably tend to

keep the best and the most of those who enter their

s domain. If this- is not desirable, then ways to en-
courage movement to the hinterlands would have to be
devised. »

As policy alternatlves are identified which seem
economically and sécially feasible, you may consider
whether census tabulations exist or could be created
which would aid in deciding which alternatives o
choose. DUALabs has already prepared reports dealing
with many topics. These will be made available
through the.Natibnal Endowmen:. We would be pleased
to advise you on any questions relating to avail-
qpility of public statistical data pertaining to
specific policy alternatives.

‘

Footnotes
1 U.S. Bureau of the Census, Census of Population:
1970 Subject Reports, Final Report PC(2)-7A Occupa-
tional Charactcristics.
Other reports with detalled lnformatlon on
“artists and othet occupational categories lnclude
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ARTISTS IN THE EXPERIENCED GIVILIAN LABOR FORGE,

.e.

u.s. Bureau of ‘the Census, Census of Popula-
tion: °1970 Subject Réports, Final Report PC(Z) 6A
Employment Status and Work Experience.

U.S. Bureau of the Census, Census of Popula-

. tion: 1970 Subject Reposts, Final.Report PC(Z) 4A

Family Composition.

U.S. Bureau of the Census, Census of Popula-
tion: 1970 Subject Reports, Final Report- PC(Z) -4B
fersons by Family Characteristics.

‘U.S. Bureau of the Census, Census of Popula-
stion: 1970 Subject Reports, Final Report PC(2)-7F
Occupations of Persons with Higher Earnings.

U.S. Bureau of the Census,*Census of Population:
1970 Subject Reports, Final- Report PC(2)- 58
Educational Attainment.

U.S. Bureau of the Census, Census ¢f Population:
1970 Subject Reports, Final Report (PC(2)- 88
‘Earnings by Occupatlon and Education.

U.S. Bureau of the Census, Census of Population:
1970 Subject Repurts, Final Report PC(2)-8A Sources
and Structure of Family Income.

2 U.S. Bureau of the Census, Public Use Samples
of Basic Research from the 1970 Census: Description

and Technical Documentation, Washington, D..C., 1972.
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Table 1 N

. L
16 YEARS OF AGE AND OVER

. : L i
N ’ h Census Writers, Artists, and Entertainers 798,000*
Category 1, Used in the‘Study .
Actors 14,000
Authors . 26,000
Dancers 7,000
Designers 112,000
Musicians and Composers 97,000
Painters and Sculptors 107,000
Photographers 66,000
Radio and Television Announcers 22,000
Other Writers, Artists, and Entertainers 64,000
2 Categoery 2,3Not Used in the Study
; a Athletes B 53,000
- - Editors and Reporters 157,000
: Public Relations Men and Publicity Writers. 76,000
L}
o
) Category 1, Total- 515,000 ‘.
. Architects 57,000
Teachers of Art, Drama, “and Mps1c,(college) 31,000
‘ - Total Artists Used in the Study 7 603,000 !
. ‘. ' *Deiaﬁl does not add to total because of rounding
' 9
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Table 2

MAJOR PROFESSIONAL CATEGORIES WITH 250 000 OR MORE PERSONS,
UNITED STATES

1970 (NUMBERS IN THOUSANDS)

Experienced Civilian Labor Force’

Total Female

% of Female Labor

Occupations in the United States

1970,

Endowment for the Arts, January 1977).

Total % ed | $Female Employed Force Employed
All Professionals 11,667 98.2 40.1. 4,572 97.8
Teachers, except college 2,768 98.7 70.6 1,937 98.5
*
. Engineers. 1,266 97.4 1.7 o 20 95,2
Registered Nurses 967 98.4 94.4 899 98.5 .
Engineers § Science Techniciané 843 97.3 11.0 88 94 .6
Accoungunts 721 98.6 25.5 180 97.8
Artists Studied ' 603 95.4 26.5 150 93.8
- 0 . .
Physicians, Dentist, §& Related 541 99.7¢ 8.3 44 / 97.8
Teachers, College & University 465 98.9 28.2 128 93.7
(except Arts, Science § Music)
" /
]
! !
!
Table 3
PERSONS 16 YEARS OLD AND OVER IN ARTISTIC LABOR FORCE AND
LABOR RESERVE, BY- OCCUPATION AND RACE/ETHNICITY, U.S., 1970
. S : _ Spanish- American Asian- .
Occupation White Black  American .-Indian American  Other
Architeq;s 57,219 1,283 1,867 34 1,613 201
Art-Drama-Music Teachers 32,775 925 334 0 336 50 .
(University) )
Actors 20,563 1,I34 1,266 117 234 116
B .
Authors 30,083 651 534 33 132 17
Dancers 9,406 914 798 49 389 133
Designers 119,596 2,882 5,409 201 2,302 249 o
. Musicians and Composers 109,937 '8,657 4,629 269 862 97
Painters and Sculptors 119,356 2,917 4,297 382 1,898. 1465
Photographers 71,230 2,585 2,928 118 1,141 84
Radio/TV Announcers 23,005 * 652 734 68 .- 50 65
Other Artists/Entertainers 69,441 3,509 4,859 497 -1,609 318 !
(not elsewhere classified) '
Total 662,611 26,100 27,655 1,768 1v,566 1,498
Sourte: Data Use and Actess Labofatdries "Tabulations of Artists and Persons in Comparative

" Tables 2 and 3 (prepared for the National
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“Table 4

MEDIAN INCOMES BY OCCUPATION AND RACE/ETHNICITY FOR ARTISTS AGE 30 AND OVER
WHO WORKED 40 WEEKS OR MORE IN_1969 AND WERE IN THE SAME OCCUPATION
_IN 1965 AND 1870, UNITED STATES, 1970

Spanish-  American Asian- All

Océupation White Black American = Indian American Minorities
Architects $15,230 $11,970  $12,170 * $13,670  $12,610
Art~Draﬁa-Music Teachers 12,490 9,020 10,000 ) f : * 9,680
(university) ’ -
Actors ' 12,550 - 9,020 * * . * 9,520
o ; .

Authors _ 10,930 10,500 10,520 * * 10,250

Dancers - ‘ 10,030 * * * * * ’
Designers ' 11,920  ° 9,680 10,170 * - 712,040 10,520
bmsicians/Composefs 6,520 ‘ 5,200 6,850 * 8,520 6;200
Painters/Sculptors 10,260 9,670 9,990 14,000 10,210 10,130 )
Photographers ' 10,080 8,170 7,910 * 7,490 7,880

Radio/TV Announcers : 10,660 _ 13,520 6,520 * * 11,520

All Artist Occupations | $11,030 $ 8,230  $ 9,050 § 7,980 - - $10,660- $ 9,310

*Less than 100 established minorities, providing too few cases for a meaningful comparison. This
data is included in median incomes for "All Minorities" and '"All Artist Occupations."

Source: Data Use and Access Laboratories, '"Tabulations of Artists and Persons in Comparative
Occupations in the United States: 1970," Supplemental Tables T005-T008 and T020-T022
(prepared for the National Endowment for the Arts, January 1977, revised November 1977).
Table 5
EARNINGS GAP BETWEEN ESTABLISHED MINORITY AND NON-MINORITY ARTISTS IN EACH ARTIST OCCUPATION, U.S., 1969

Median Minority Earnings
as a Percent of

Occupation*“ » Median Non-Minority Earnings D
Radio/TV Announcers 108%
Painters/Sculpférs ) 99
. Musiciaﬁg/Composers o . _ 95
Autho;s" R : i 94
. Designers ’ 88 s ) Tl
Architects %n » 83 .
Ph@tographers ' : 78
" University Teachers .of Art-Music-=Drama L 77
_Actofs . ’ . » 76
All Artist Occupation *~ - . 84% )

* Dancers are excluded because of too few established minorities to provide- a meaningful
- comparison (34 dancers). They are included in percentage of = "All Artist Occupation.”

-
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Table 6
0
~ MALE~FEMALE COMPOSITION OF THE
ARTISTIC OCCUPATIONS, U.S., 1970 . 5
Female Male
87% 13%
Dancers
52% 48%

Actors

. 44% 56%
Painters/Sculptors

_ - 40% 60% ?
Art-Music-Drama Teachers

. T 39% 61%
Musicians/Composers =
. 9 64% ‘
- Authors o 36% -

. 30% 70%

Designers
. 199, » 810.

Photographers - -

) 9% 91%
Radio/TV Announcers )

L 5% 95%
Architects
k4
3 i
Table 7 -

EARNINGS GAP BETWEEN ESTABLISHED MEN AND WOMEN ARTISTS AGE 30 AND OVER
WHO WORKED 40 WEEKS OR MORE IN 1969 IN EACH ARTISTIC OCCUPATION, U.S., 1969

Female Earnings
(on the left)

Median Earnings
of Women as a

Male Earnings
(on the right)

Percent of Mediam -
Earnings of Men )

Architects

Designers

Actor$

Authors

Dancers

University Art Teachers
Painter/Sculptor
Photographers

Radio/TV Announcers

"Musicians/Composers

All Artists

Median Earnings
{in thousands)

10.2 15
8.4 12.5
8.0 12.8
7.4 11.9
7.0 1.5
7.9 13.4
5.7 11.1
5.2 10,2 .
3.5 11.0
2,0 9.1 )
5.5 12.0-

10 11 12 13 14

.1

68
67
63
62
61
59
51
51°
32
21

46
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96 . - Using Census Data to Study Characteristics of American Artists
Table 8 . Table 9
STATE RESIDENCE OF EMPLOYED ARTISTS, IMPACT OF ARTIST MIGRATION ON RATES OF GROWTH
RANKED BY TOTAL NUMBER, 1970 i ’ . OF ARTIST POPULATIONS IN REGIONS OF
: ’ v THE UNFTED STATES, 1965 TO 1970
- ) ° . : . < . ) f.
State Number - Percent . -
New York 85,213 15.75
California 79,609 14.71 *
I1linois 31,211 5.77 75% -
Pennsylvania 25,775 4.76 ' 70%
Texas . 25,117 v 4.64 * 70%- 49
Ohio 23,496 4.34 . , _
Michigan 22,454 4.15 . 60%-, i ‘
New Jersey 22,331 4.13 5 .
Florida 18,105 3.34 x S0% , :
Massachusetts ‘ 17,881 3.31 & .
Maryland 13,338 2.47 .y, Ad0% N . \ .
Virginia oo 11,561 2.14 S N . Y
Connecticut 10,510 1.94 g 30%- \ ' - \ \
-Missouri 9,905 ‘ 1.83 o
. Minnesota ' 9,543 1.76 = 20%- ?5\\\\\ 1 \\\
Wisconsin ’ ) 9,400 1.74 : : \\\\
Washington . 9,066 1.68 10%- \\\\\\
* Indiana 8,716 1.61 : \\\\ \\\ \\\\
N. Carolina ° 8,367 1.55 0% N N F
Georgia . : 8,036 ©1.49 . . Northeast North South West
Tennessee 7,096 1.31 * Central
Colorado 6,337 : - 1.17 .
Louisiana 5,356 .99 ° . ‘ : !
Alabama 5,106 . .94 ’ : :
Oregon . ‘ 5,081 94 W ieracion
Arizona . 4,817 .89 S Occupational
Kansas ) 4,777 .88 §§§ Change )
Ok Lt ahoma ) 4,698 .87
Kentucky 4,451 .84 KY Hew Labor
Iowa . 4,441 . .82 ) Force Entries
Washington, D.C. 3,779 .70 )
S. Carolina 3,345 .62 ) \
Hawaii 2,863 : ! .53 :
Nebraska 2,699 .50 T
New Mexico 2,602 .48
¢ Utah . 2,488 © .46
' Mississippi . 2,252 .42
Rhode Island 2,219 41
Nevada . 2,207 .41
Arkansas : 2,107 . .39
W. Virginia 1,802 ' .33
New Hampshire 1,796 - ,33 N
Maine . 1,524 - .28 .
Montana 1,251 .23 i
Delaware . 1,221 L2, .
- Idaho 1,201 .22
. Vermont ’ 1,152 . .21
S. Dakota . 840 ] . .16
N. Dakota : 733 14
Wyoming 531 . } .10 v
Alaska . 513 : .09
. Total . 541,009 - 100.00 !

Y
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. time must be spent producing art; (3) The person must
"be "professional,' trained in an artistic discipline;
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.University, this workshop examined issues underlying

“art? (3) 'Has he been trained as an artist? John R.
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and craftsman

N
"

Moderated by Elliott W. Galkin, Director, Peabody Con-
servatory, Peabody Institute of The Johns Hopkins
studies of artists and craftsmen, and provided a
forum for the presentation of alternative approachés. .
A primary issue concerns the identification of
an individual as an artist or craftsman. Self-identi-
fication via questionnaires or interviews was Trejected
due to the fact that many individuals may think of
themselves as artists, despite never having produced
or sold a piece of art. Conversely, examples were
cited in which widely recognized artists failed to
identify themselves as such. A
An alternative to self-identification is to

establish specific criteria which, if met, determine
that the respondent is an artist, Discussion focused
on whether issues such as.training or time spent
working in artistic endeavors were more Or less im-
portant criteria than the quality of the product pro-
duced. » '

At this point, several of the conference's foreign
visitors were queried as to how this question was Te-
solved for public policy purposes in their respective
countries. Robert Hutchison, Senior Research and Infor-
mation Officer of the Arts Council of Great Britain,
stated that in England a three-part definition was
used: (1) Does a person call himself an artist? (2)
Is more than 50 percent of his income derived from

Thera, Director of Research and -Statistics, Arts and
Cultural Branch, Secretary of State, Canada, explained
that a four-part definition of an artist was used in
his country: (1) Over 50 percent of a person's in-

come must come from art; (2) A majority of the person's

and (4) The person has to be judged by his or her
peers to be an artist. (In certain European countries
this last was determined by whether the individual

-

k\\

Workshop: :
The strengths and weaknesses o
. of alternative techniques
for studying the artist ;

population

o~

belonged to an artists' union.)
Discussion immediately turned to the policy im-

plications of various combinations of these criteria,

in that the definition will determine who might bene-
fit from public support. It was noted that in the

‘latest Dictionary of Occupational Titles (Department

of Labor, Fourth Edition, 1977) several categories
of artists were defined. The 1970 Census asked re-
spondents a series of questions as to-their activities
in the prior week. Based on these responses, they are -
given an occupational code. As for refining and
improving these codes, Harold Horowitz ot the Re-
search Division 6f the Endowment noted that the
Division has been involved in & lengthy process to
revise categories prior to the 1980 census. In-
dividual artists present suggested that artists them-
selves ought to play a role in developing relevant
criteria. ) . E

Little time remained to touch on other critical
issues, in particular, those relating to the type of
information that ought to be gathered with respect to
artists and craftsmen. Which of their needs are of
public concern? For example, should we be concerned
about (1) income? (2) employment? (3) working environ-
ment? (4) marketplace for goods and services? or (5)
training? Assuming, for examplc, concern for artists'
income and employment, we would need to determine pres-o
ent income and employment levels in the various artist
occupations. Once available, this informition would
prompt a number of public policy issues. For example,

a

if income and employment levels vary by artist occu-

pation, it may be appropriate to ask whether there is
an "appropriate" level of income or employment “or
each artist occupation, whether it should be uniform
among the artist occupations, or whether it should. be
above or below the national average for all workers..
Additional information in the other areas cited would
prompt similar questions.
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An assessment of this Conference: -
- Some informal remarks

Joseph Coates

I'd like to make some comments about what I heard and
saw during the last three days. My comments are not -
meant to be critical of the Endowment's research pro-
gram. In fact, I'm very optimistic about it.

one thing is clear: there is a very real .problem
of language pollution when researchers are brought’
into the artistic communjty. Many of the papers pre-
sented at this conference were filled with jargon,
cliches, and impenetrables.. At a more substantial
level, it is important to understand what research is
before commenting either on what a research agenda
‘ought to be or the problems that can beset it.

Research helps to organize uncertainty and some-
times actually removes it., It is also a splendid
technique for deferring decisions,until things cool
off or until you get the sounding of what's what.
Research helps to build the public interest. It is
reportable and transmittable and can help build a con-
stituéncy by helPlng to make a point. Research can
inform policy by focusing interest where it is appro-
priate and by suggesting alternate ways of achieving
policy objectives. Research is a tie-breaker. It is
a great way to settle ‘disputes or establish a strong
bias among ctherwise intractable parties.

In ligit of this, let me suggest some of the cri-
teria to be applied when evaluating the success of a
research program. The research program must be work-
able. It's very important to encourage success from

" the beginning, to .take on bite-size pieces that can be

wrapped up and delivered. Success engerders success.
Use engenders the desire for more use. It is ‘essen-
tial to do little things well and in a useful format.
Findings should be presented not only in a way that
makes you want to know more, but so as to suggest

that there are more things that would be worth knowing.

Research can be dangerous in that findings may fly
in the face of what everyone knows; and what everyone
knows is often the basis for how - ‘they allocate their

- money, their professional careers, and their egos.

Q
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But it is important to fund dangerous research.

It is also important to realize that a good re-
search program may only obtain 20¢ worth of quality
redearch for each dollar spent; most programs hardly
do better than 10¢.  In other words, four out of five
pFojects end up being useless. And if you .tackle the

- Joseph Coates is Assistant to the Director, Office of Technology Assessment,'U.S:

-the theatre.

©

big problems, you are going to encourage more failure.

And there are other risks. Good research is expen-
sive. More importantly., it is subject to being pol-
iticized. Knowledge is power; and when you generate
knowledge, it will be applied by political forces.
In particular, the Federal government is not always
cither a benign or omniscient friend. Wait until the
Occupational, Safety and Health Administration hits
Information will tend to politicize,
tend toward regulation, tend toward control.

Researchers themselves are absoluteTy impossible
to deal with. The business of research is to gener-
ate information; to test and compose hypotheses.
researchers do not want to tell you what.the infor-
mation means. They must be made to tell.

Research can invoke the petty fascism that is
second nature to the bureaucrat. Research means
trouble. Knowledge means difficulties. The heavy
hand of bureaucracy and censorship will immediately
want to impose itself on good work, work that is un-
congenial to established interests. Therefore, it is
absolutely essential that the program be ventilated
and reviewed. Beware of the expert, ‘the grand old
man, the scientist, the establishment, and the
bureaucrat. They are not a sufficient base separ-
ately and barely a sufficient base together for re-
viewing work. The program must bring in the artists
and the arts community and, at the same time, not be
left in the hands of the elite of the art and admin-
istrative ccmmunities.

But research success is most importantly assoc-
iated with the delivery of information. The Endow-
ment has an obligation to get information to you.not
only as an aid to your thinking, but as the basis for
informed feedback concerning what the Endowment sho%‘d
or should not offer. .Research should be presented in

. a‘format that is clear, engaging, and to the point.
And it must present the 1mp11cat10ns of what is being

said.

Inevitably, the issue-will arise as to whether the
Endowment should be doing basic or applied research.
I believe that at this stage it should be committed
to applled research; research that has a high util-
ity element, and let basic research be handled by
others. . —

Congresé. “This is an edited

version of informal remarks made at the close of the conference.
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In this vegard, 1'd like to suggest some of the

components thaty,might enter into the Endowment's re-
search agenda gnd also suggest some of the diversity
that,might igfform this program as it unfolds:

gray, what will be the effect on the arts?

(1) One of the things that is clearly absent is
the question of the general system. What is the
upiverse of discourse that we are dealing with?
What are the parts, the elements and how are
they compatible? Who has force?. Who has in-
fluence? Where does the money flow? Who con-
trols the information? It is important to
develop that system fairly early so that one
has a ground plan. for what's important -in the
way of research, and what is workable as op-
posed to not worth trying.

(2) The future is now a credible area of in-
vestigation. It is important to identify the
unfolding trends that will determine what is
tmportant five tp twenty years from now.

Almost every basic factor affecting the future
of the arts is.outsidé of your control. And if
you're not aware of what those clements are,

you will have no opportunity to anticipate, to
plan, to compare, or to control. Thirk -of the -
things that have had the most profound cffect

on the arts. They are all outside your control;
tele-communicntions, printing, transportation,
prosperity, higher levels of education, to

take the gros$ things. Take the more detaiied
things. The Qnglopmcnt of the long-playing
record was a majdor influencing interest in
classical music.” We have to look at trends in
the economy, in society, in politics, in demog~
raphy, and so on. For example, as Amcrica turns

o

(5) Onc of thé long-term trends of American
government has been to develop indicators--
viable and appropriate quantitative-data with
regard to things that are important. Wouldn't
it be marvelous for the Endowment to undertake
a program of dcveloping cultural indicators--

a social thermometer to take the temperature

of the earth with regard to culture. I haven't
any idea of what the~clements of it are, 1 doubt
if any of you do, but it would be an cxciting
thing to provide a day-to-day and annual state
of the culture message based upon data that run
the wholé sweep of society.

(6) Unobtrusive measyres are a great way of
getting data. As the social and psychological
¢lement of the program grows, one miglit find
more room for this approach. For example, if
you want to know the number of people watching
a given exhibit or looking at a painting or a
portrait, all you have to do is measure the
wear and tear on the linoleun.

(7) The-labor of the arts needs to be under-
stood. We've had a long and extended program
of private and, to a lesser extent, public
grants in the arts. What do we know about

the effects of those grants? Wouldn't it be
interesting to find out ‘not only whether grants
help artists, but also the kind of artists who
arc helped or hindered? How do grants influ-
ence the career pattern? We are now opening
and dumping a federal cornucopia and ‘that
cornucopia won't carc where it hits., Here ig
an amazing opportunity to direct and focus that
money on the basis -of historical experience.

(8) The educational clements, the role of ed-

i (3) State of the Art papers nced to be expanded . ucation, ‘the promotion of special schools,

. and. encouraged. These would represent a kind and the effectiveness of art programs arc arcas
of stock-taking in 20 or 30 arcas. of rescarch that merit extension.
(4) tluman factors seem, to me, to be a neglec- " (9) ‘the social psychology needs to be under-
ted -element that has the potential to strongly stood. We know virtually nothing, as. far as
influence the creative and performing arts. I've been able to determine, about the uscrs,
Let mé suggest, for example, that the Russians the patrons, the buyers, the purchasecrs of
are already uging physiological measures at art. ° o :
an early age to pick those who will be trained : - i
in ballet and dance simply because it now scems Let me end by noting that it is important to build
to be established beyond a doubt ‘that there are a long-term commitment on the part of scholars to a
physiological indicators of the potential of program of arts research; not the kind of in-and-out o
being a first-rate performer, If it takes an contract research that we've heard a good bit of in
institutional and a personal investment of 15 the last three days. It is good. It is useful. I
years to train a ballerina, isn't it worthwhile wouldn't demean it. But it is not the limit to what
to turn to science? i ought to be done. : i
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